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is the knowledge that is acquired by a life of devotion to vy hat is true and beautiful 
—by the daily and hourly habit of weighing and comparing what we see in nature, 
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observation of great things and small, and the experience that springs from it. It 
is taste, which a celebrated painter once said, but not truly, is rarer than genius. 
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into mass—to subordinate definition to space, distance, light, and uir. Finally, it 
is the acumen to perceive the near relationship that expression bears to form, and 
the skill to draw them—not separately, but tozether.” 
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TO THE THIRD EDITION. 


IT so happens that the third edition of this little 
Handbook goes to press exactly at the same time as 
the third edition of my larger work “ Etching and 
Etchers.” 

In one respect I have followed out the same prin- 
ciple in both, by eliminating controversial matter. 
This was useful in its own time, when we had to 
contend against much prejudice for the restoration of 
etching to its proper place amongst the fine arts, but 
to-day, when the victory is won, we may drop con- 
troversy altogether, and for my part I gladly do so, 
It has been one of the greatest satisfactions of my life 
to see etching resume its place in the world of art. 

The space gained by eliminating controversial 
matter has been occupied by new chapters on pro- 
cesses which will increase the usefulness of the hand- 


book. Beyond this, the work is enlarged. 
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Two of the illustrations have been withdrawn—the 
dry point of some cottages which was too much worn 
to be printed any more, and the etching of two kids 
which never pleased me as a work of art though it 
was useful as a technical illustration of a process. 
The etchings which remain are simple sketches from 
nature, not carried very far, but quite sound as far as 
they go, and perhaps more likely to be of use to 
beginners than more elaborate performances in which 
the work is not so plainly seen. They were done 
without erasing. Two of them have been printed 
twice over to show the different results which may be 
obtained from the same plate without any alteration 
in what is drawn upon it. 

In the chapter on the etching-needle I have men- 
tioned the points invented by Mr. Alfred Dawson for 
“typographic etching ” as being useful for true etching 
and in some respects preferable to the needles more 
commonly employed. There was, however, a diffi- 
culty in procuring these points, which are patented and 
have not hitherto been on sale, as the patentee reserved 
them for use in his typographic process. At my 
request Mr. Dawson has very kindly consented to 


make his pointy %ccessible to the general public 
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through Messrs. Roberson and Co., but it must be 
understood that the patentee’s permission to use them 
only extends to etching proper and not to any typo- 
graphic process except his own for which Messrs. 
Dawson (23, Farringdon Street) supply the prepared 
plates. 

One of the greatest technical inconveniences in 
etching is the difficulty of covering a deeply bitten 
plate with transparent ground in such a manner as to 
protect guzfe perfectly the angles of the copper at the 
edges of the lines. Too often a biting sets in which 
was not intended by the artist. From some informa- 
tion recently communicated to me by Professor Church 
of the Royal Academy, about a new kind of resin 
given by a species of African euphorbia and which 
clings to metal with a tenacity unequalled by any 
other substance available for etching grounds, I am 
inclined to think that the difficulty just mentioned 
may be entirely overcome. I have not yet had time 
to make the series of experiments which will be 
necessary before determining the composition of the 
new ground, but will do so shortly and give the result 


in the Art Chronicle of the Por¢folzo. 
London. December, 1880. 
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TO THE FIRST EDITION. 


ALTHOUGH the new processes in etching may be 
expected in a great measure to supersede those which 
have been handed down to us by our predecessors in 
the art, I have thought it best, for several reasons, to 
give an equally full account of all of them. 

It happens, in the first place, that the most revo- 
lutionary of these processes is a discovery of my own, 
and as inventors are always liable to be suspected 
of undue partiality to their own inventions, the best 
way to escape suspicions of this kind seemed to be 
that of treating all processes which have at any time 
led to good results on a footing of strict equality. 
Again, although some etchers may like the new pro- 
cesses, others with equally good reason may prefer to 
remain faithful to the old ones. This is a matter to 
be decided by the temperament of each practitioner 
for himself, and the writer of a handbook on the art 
fulfils his duty best in offering his readers the widest 


possible range for choice. And the same etcher may 
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find it convenient to resort to different processes at 
different times, according to the need of the occasion. 
The student will therefore do wisely to choose his 
Process according to his taste and temper, and also 
according to the need of the hour, And let him be 
assured of this, that unless he really likes the process 
that he uses, and heartily enjoys the work whilst he 
is doing it, there is not the faintest chance, whatever 
his knowledge and ability as an artist, that he will 
produce a good etching, or anything resembling a 
good etching. All cold or dull, or business-like 
etching, however clever and scientific it may be, bears 
the same relation to the real thing that verse-making 
does to poetry. And justas a poet, when he sits down 
to write a lyric, ought not to be bothered with ink and 
pens of a kind which do not suit him, and are likely 
to fret him and put him out of temper, so every etcher 
ought studiously to avoid those varnishes and acids 
whose operation does not seem to him convenient. 
The reader to whom etching is a new subject is 
especially warned not to judge of the capabilities of 
the art by the general mass of modern production, 
which is quite unworthy of his attention. There are 


a few good living etchers, but a very few; and out of 
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the quantities of etchings which are published every 
year, nine out of ten are not only valueless, but a 
nuisance, doing much harm by propagating and con- 
firming the false conceptions of the art which are 
generally prevalent. The majority of amateurs seem 
to imagine that drawing and chiaroscuro of a degree 
of badness which nobody would tolerate in a picture, 
somehow become allowable in an etching; that be- 
cause good etchings are usually free, an etcher is at 
liberty to set at defiance all the known laws of nature 
and of art; that the mere act of drawing on varnished 
copper implies of itself a mysterious cleverness, ele- 
vating the practitioner above the common canons of 
art-criticism. On the other hand, those of our artists 
who could really etch if they liked are so busy making 
fortunes with the brush that they have hardly any 
leisure for a less remunerative pursuit. 

I would ask the reader to think of etching simply 
as a kind of highly-concentrated drawing, subject to 
the same laws as any other kind of point-drawing,* 


but more difficult to execute because complicated 


* Except that more artistic feeling is expected from an etcher 
than from any other artist, because the best etchers have always 


concentrated so much passionate expression in their work with 
the etching-needle. 


PREFACE. xi 


(whatever process you employ) by calculations about 
biting. And the first step towards becoming an etcher 
is to become a good draughtsman with any pointed 
instrument. The second step is to master the relations 
of light and dark in nature. The third and final 
stage of an etcher’s education is to obtain a technical 
mastery over copper, so as to make the copper yield 
the precise tone he requires, whether in the depth ofa 
single line or in the shading of a space. Few modern 
etchers have mastered the copper in this way; they 
do not give time enough to the art. It may be done, 
however, by great labour. Jacquemart and Martial 
have, each of them, subdued the copper, as Joachim 
has subdued the violin, the difficulty being probably 
very nearly equal in both of these two great ex- 


pressional fine arts. 
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CHAPTER ST 
Of the Etching Needle or Point. 


ALMOST any small bar of metal that can be 
sharpened to a point will do to etch with. Turner 
used an old fork. <A nail at the end of a stick would 
answer the purpose. Common sewing needles have 
often been used. There are, however, various degrees 
of suitableness even in things so easily made as etch- 
ing-needles, and different artists have different tastes. 
Mr. Haden’s theory about the point is, that it should 
be heavy, in order that the hand may not have to 
trouble itself much about pressure, but remain free to 
direct simply, whilst the weight of the instrument itself 
penetrates the ground. He therefore uses a bar of 
steel sharpened at both ends, in shape something like 
a cigar orastump. The ideal Haden point would be 
of gold, as the heaviest of metals, and the one which 
resists acid best. 

My points are made of a single bar of iron or steel, 


and are shaped exactly like a lead pencil sharpened 
B 
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to a fine point. They may be sharpened in the most 
various ways, according to the need of the moment. 
I have found the points invented by Mr. Dawson for 
typographic drawing useful for etching, as from their 
peculiar section they can be sharpened so as to present 
different edges, according to the artist’s will. After 
some practice, I found that I easily obtained lines of 
three very different thicknesses with one of these 
instruments by merely holding it differently, and I 
-use it often. 

Needle-holders are sold in which short needles of 
different thicknessess can be held tight by a little 
screw. They are very convenient. 

When the etching needle is all in one piece it is 
more certain to be firm, but the point should be 
sharpened to a very acute angle, or else the thickness 
of the iron itself will often prevent the artist from 
seeing properly what he is doing. 


SCHAPTER 17. 


Of the Distinction between Etching 
anc’ Dry—Polnt. 


To etch means to eat. There is no etching at all 
without corrosion— pen-drawing is not etching, and it 
ought not to be called by that name. 

In etching the metal is covered with a waxy sub- 
stance, technically called a “ground.” The needle 
removes this where it passes; and the ground being 
removed along the lines, they are exposed to the 
action of any acid which may be applied to them. 

In dry point, on the contrary, there is no corrosion ; 
it is the point itself which ploughs into the metal, and 
raises what is called a “ bur.” 

A “dry point” is really an engraving in which the 
graver, unlike the burin, is held as a pen or pencil is 
held; and this being so, the reader may ask why this 
art, so distinct from etching, is mentioned in a treatise 
upon etching. 

The reason is that almost all the distinguished 
etchers have used dry point as an auxiliary. It is to 
etching very much what glazing is to impasto paint- 
ing—not the thing itself, but a valuable aid and 
accompaniment. An etching which has been judi- 
ciously worked upon in dry point is almost sure to 


look lighter, more finished, and more transparent ; 
13 
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consequently all skilful etchers practise dry point 
more or less, and it is considered to be almost a part 
of etching. 

From this it has come to pass that skilful etchers 
often scratch drawings on copper which are altogether 
dry points —drawings in which no line is corroded by 
acid, and yet every line will print, because every line 
is scratched below the surface of the metal. 

Dry points do not generally yield many impres- 
sions ; but since the discovery of steeling, by which 
copper is covered with a thin coat of steel, they are 
more available. 

There are two distinct kinds of Dry Point, one being 
dependent for its effect entirely upon the incised line, 
the bur being removed with a scraper, whilst the other 
depends as much upon the bur itself, the copper 
raised by the point in its passage, as upon the inci- 
sion. Engravers remove the bur, etchers keep it more 
or less, as suits their convenience. This explanation 
would suffice for the present; but in order to escape 
the necessity for another chapter on Dry Point, I add 
a few words on the bur, and on the ways of raising it. 

You hold your point, which is sharpened with a 
short cutting edge, exactly as a pencil is held, but 
you may hold a pencil (it is a matter of habit) nearly 
straight, or you may lean it over to the right. If you 
alter the angle at which the diy point is held, you 
alter its power of raising bur. When quite perpendi- 
cular it raises a low bur on each side; when very much 
slanted it raises a high buron the opposite side. The 
way in which these burs catch the ink is best ascer- 
tained by experiment with copper and a press. 
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Whilst on the subject of Dry Point we ought not to 
forget the diamond. A small diamond is set at the 
end of a holder, in shape like a pencil, and the artist 
draws with this upon the copper. The diamond raises 
less bur than steel, because it is so sharp, that it carries 
away a good deal of copper, but its scratch is marvel- 
lous, and when used rightly it is a very valuable 
instrument. Here again the reader is invited to try 
experiments and take proofs. 


CHAPTER ITT. 


The Old Negative Process. 


WITH STOPPING OUT. 


I. CLEANING THE PLATE. 

Before the artist laid his ground the plate was 
cleaned with turpentine and whiting. The whiting 
was afterwards removed with bread. 

2. THE GROUND. 

The etching ground was composed of white wax, 
bitumen, pitch, and resin. Sometimes one of the 
ingredients was omitted, but never the white wax, 
Sometimes gum-mastic was used instead of resin. 

Bosse’s ground was composed of white wax 30 
grammes, gum-mastic 30 gr., asphaltum 15 gr, 

It is not exactly known what was the composition 
of the ground Rembrandt wsed, but an old ground 
which bears his name is as follows :—White wax: 
30 gr. gum-mastic 15 gr, asphaltum or amber IS gr. 
The mastic and asphaltum were pounded separately 
in a mortar. The wax was melted ina glazed earthen 
pot, and the other ingredients were added little by 
little, the operator stirring all the time, 
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Callot’s ground was composed as follows :—White 
wax 60 gr., amber or asphaltum 60 gr., gum-mastic 
from 30 to 60 gr., according to the heat of the weather, 
the hotter the weather the more gum-mastic, which 
was the hardening ingredient. 

Several other grounds used by the Old Masters have 
been handed down to us, but those just given here are 
the best. It is enough to explain the principle com- 
mon to all these compositions, which is simply to get 
hardness or softness, at will, by the addition of a hard 
or a soft ingredient. 

Again, it is necessary that the ground should behave 
well under the dabber, not szzckzng to it, or else it 
cannot be spread evenly. Also its constitution must 
be such that it will take smoke without losing quality. 

If the student has any difficulty in preparing a 
ground, he will probably overcome the difficulty by 
altering the proportions of the ingredients in obedience 
to these principles. 

Let him remember always that the quality ot a 
ground depends very much upon temperature, that a 
ground which will shell off the plate on a cold day 
may be the very thing you want ona hot one. Hence 
a knowing etcher mixes his ground with some re- 
ference to the season. It may be observed, however, 
that the soft grounds do fairly well in most weathers, 
provided you do not touch them, but use a hand-rest, 
whereas the hard grounds are so liable to become 
unsafe when the temperature is in the least below 
what is suitable for them, that it is always safer to err 
on the side of softness—that is of the wax ingredient 
—than of that of hardness, or the resinous ingredient, 
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When the ground is thoroughly mixed, you pour it 
into tepid water and roll it into balls. 

3. TO LAY THE GROUND. 

Wrap a ball of ground in new taffetas silk, of a 
kind from which small particles do not detach them- 
selves. 

Fasten a hand-vice to the margin of the plate, 
inserting a piece of cardboard to prevent it from 
roughening the copper. 

Heat the plate over a spirit lamp or anything else, 
provided there is no dust. 

The degree of heat must be enough to melt the 
composition, but not enough to burn it. The com- 
position, when melted on the plate, szast not boil. If 
you burn your ground it will crack off under the 
point, and so any work you do upon it will be useless 
and worthless. 

When the plate is properly heated, the ground will 
melt through the silk and spread itself easily as you 
pass the ball over the plate. 

Very likely there will be a sort of greasiness or 
repulsion in the copper in spite of all your cleaning, 
so that the ground will avoid the copper in parts, as 
ink avoids greasy paper. Do not let this discourage 
you. The ground will spread itself properly under the 
dabber, and if the dabber does not accomplish this 
quite perfectly, a subsequent operation will. 

4. THE DABBER. 

You now need the dabber, which is made of cotton- 
wool and horse-hair, covered with silk, and kept in 
shape by a disc of cardboard. To makea dabber you 
lay first the cotton-wool on the silk, then the horse- 
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hair on that, then the disc of cardboard on the 
horsehair, and finally, you bring the silk up on all 
sides round the disc, bind it with cord, and cut off 
what is superfluous, leaving just enough to hold it by. 

5. DABBING THE GROUND. 

Whilst the plate is still heated, you dab the ground 
all over it with the dabber, to spread it evenly. 

If this is well done, the ground will be thinly and 
evenly spread, and of a pale golden colour, showing 
the shine of the copper well through it. 

If you have too much, you may clean the dabber on 
a piece of coarse canvas (like that used for printing) 
and dab again, cleaning the dabber repeatedly, whilst 
you are at work. In this way the superfluous ground 
is easily removed. 

If you have not enough ground, add a little from 
the ball and dab again. 

6. SMOKING THE GROUND. 

Still holding the plate with the hand-vice, heat it 
again, but not so as to burn the ground. 

Whilst the plate is hot, hold it up in the air, the 
covered side down, and expose it to the smoke of wax 
tapers, twisted together. 

The flame should just touch the plate, no more, 
and should be passed rapidly along its surface, never 
resting at one place or else it would burn it. If this 
is properly done, the smoke-black will incorporate 
itself with the ground all over the plate, and produce 
a beautiful black surface. 

7, QUALITY OF THE SMOKE. 

Much depends upon the quality of the smoke. 
That from wax is good; that from mineral oils is 
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abundant, but too greasy, and the ground does not 
harden well with it. 

8. BURNING THE GROUND. 

As I have already warned the reader, the ground 
which is burned anywhere will shell off when you 
come to etch upon it, or if not then, it is liable to 
shell off afterwards in the bath. Hard grounds 
behave worse when burned than soft grounds do. 

If you discover afterwards, when at work, that a 
portion of your ground, which you believed to be 
sound, is burnt, you may sometimes get over the 
difficulty by using a sharper point. A ground which 
will shell off with a blunt point will often bear work 
with a sharp one. 

9. BANKING THE PLATE. 

As I am describing the old process of etching quite 
faithfully, 1 am bound to give an account of banking 
the plate, one of the most unnecessary of traditional 
processes, and at the same time one of the most 
troublesome. 

It never seems to have occurred to the old etchers 
that if they could protect one side of the plate against 
acid, they could protect the other side too, so they 
took the trouble to build a hedge of wax all round 
the margin of the plate in order to make a bath of it 
to receive the acid. 

“ Banking-wax” was composed of beeswax mixed 
with resin. It was usually £ep¢ in sticks, but before 
being used these sticks were put into warm water and 
flattened out between the fingers, till they were like 
ribands. These ribands of wax being set on edge all 
round the plate, and joined together where they met, 


a 
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make a wall round it, and they were pressed to the 
plate to make them stick. It was a tradition that 
they were to be pressed with a very hot key (just as 
a very cold key applied to the back of the neck is 
sure to cure hiccup),-probably because some early 
practitioner of the art had happened to have nothing 
better by him, and had got into the habit of using a 
key for the purpose. Then the wall of wax was 
painted with varnish to prevent the acid getting out. 
Very often, however, it did get out, notwithstanding 
all these precautions. 

The old etchers never reflected how much simpler 
it would have been just to lay the ground on doth 
sides of the plate, and plunge it bodily into a flat 
bath. It is only, I believe, since photographers took 
to using flat trays for baths that etchers have learned 
to use them also. 

I very well remember, in my first attempts at 
etching, the trouble I had with “ banking-wax.” 

Even in the case of the very largest engravers’ 
plates, there is not the least necessity for banking-wax, 
as porcelain trays can now be had of a large size, and 
wooden trays can be made acid-proof. 

10. ETCHING. 

The custom of the old etchers seems to have been 
to do all the work at once with the point, or nearly 
so, except what came in the way of corrections and 
finishing with the Dry Point. How they managed to 
get paler and deeper tones in the biting will be seen 
shortly. 

11. BITING. 

The plate being banked all round with wax had 


12 THE ETCHER’S HANDBOOK. 


acid poured upon it. The acid used was most com- 
monly nitric, or nitrous, mixed with an equal volume 
of water. Other mixtures are said to have been used 
by the old masters, but the best mordant known to 
them was the nitric mordant.* 

The mordant was left on the plate just long enough 
to bite the fa/est tones only. Then it was poured off, 
and the plate dried. Then the passages which were 
to remain pale were painted over with stopping-out 
varnish. 

Here is an old receipt for stopping-out varnish, but 
Brunswick black is used now instead of it :— 

White wax 8 grammes, asphaltum 30 gr., gum- 
mastic 4 gr., turpentine 240 gr. 

12. BITING, continued. 

The stopping-out varnish being applied, and having 
dried, the acid was again poured upon the plate. 
When it had bitten some time longer, the acid was 
poured away and the plate stopped-out again, and so 
on, till the darkest lines were deep enough. 

13. OBJECTIONS TO STOPPING-OUT. 

Stopping-out is a troublesome and objectionable 
process, both because it takes a great deal of time, 
also causing delay in waiting for drying, and because, 
however much pains you take, it cannot always be 
done delicately enough. For instance, it is all but 
impossible to stop out passages of much intricacy, 
such as a sky seen between the branches of a tree. 

I remember distinctly that when I practised the old 


* This mordant takes from five minutes for the palest lines to 
half-an-hour for the darkest, in temperate weather, 
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process some plates cost me more time and trouble in 
stopping-out than in the drawing of the subject on 
the copper. 

14. RE-BITING. 

If the artist found the subject insufficiently bitten, 
he cleaned the plate very carefully with turpentine 
and whiting, and bread, and proceeded to cover the 
whole of the sooth surface with etching ground by 
means of a dabber, which took it up evenly from 
another plate. He then put his banking-wax round 
the plate again, and gave it a second biting. 

Contemporary etchers use a roller for this purpose 
instead of a dabber, as it is more certain, but the 
roller is of use only when the plate is perfectly flat. 

15. OBJECTIONS TO RE-BITING. 

The ground fills up the palest lines, and only leaves 
those which are already rather deep to be re-bitten. 
Thus the process alters the relations of the lines 
already made, and that in a manner necessarily 
different from the first intention of the artist. 

A plate which has been re-bitten has usually an 
unequal look, caused by the excessive depth of the 
deep lines. The pale lines look, by contrast, paler 
after the operation than they did before it. 

Re-biting has been largely resorted to by the 
proprietors of old worn coppers by great masters. 
Very many of Rembrandt’s coppers (which still exist) 
have been re-bitten, and such re-biting always spoils 
them by giving a violently disproportionate accent to 
certain lines. 

Of course re-biting may be occasionally used by an 
intelligent etcher with advantage, to give additional 
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weight to heavy foreground lines, but it can never 
revive a weak plate equally. 

16. TRANSPARENT GROUNDS. 

When a plate requires additional work it may be 
covered with a transparent ground, which shows the 
work already done, and then the artist may add what 
he likes. 

Here is a receipt foran old transparent ground said 
to be Rembrandt’s. 

White wax 30 grammes, gum-mastic I5 gr., as- 
phaltum or amber, 15 gr. Melt the wax first, and add 
the other ingredients gradually, in powder. 

More convenient transparent grounds will be found 
amongst the new processes. 

17. DRY. POINT, 

The old etcher’s very often finished their plates in 
dry point, which has been explained in the preceding 
chapter. 


NoteWhen you use stopping-out at all, give 
plenty of time to it, and remember this maxim, 
handed down to us from the elder etchers:—“ One day 


of stopping-out ts worth five with the needle.” 
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CHAPTER FV. 


The Old Negative Process, 


AVOIDING STOPPING-OUT. 


fie First BITING. 

Having grounded and smoked your plate in the 
old-fashioned way (see Old Process, pp. 8 & 9), you 
first trace your subject, which may be easily done by 
rubbing the back of a drawing with chalk, and then 
having laid it on the grounded plate passing over the 
principal lines with a blunt point. You then etch all 
those parts, and those only, which are to be darkest, 
such as vigorous foreground work in landscapes, and 
any black and deep markings wherever you may 
happen to want them. 

Use a blunt point for this work and keep the lines 
well open. Admit no delicate lines at this stage. 
Work as Turner did in his etched foregrounds, at least 
on his principle, making few lines, but these few all 
strongly suggestive of the light-and-shade of the com- 
position, no outlines, as such, only the darkest places 
marked by bold marks, leaving the outlines to take 
care of themselves. 

If the reader cares to follow the old tradition of 
etching to the letter, he will now dans his plate with 
banking-wax, but if he prefers convenience to tradition 
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he will japan the back of it, and the place where the 
hand-vice was fixed, and then use a porcelain bath. 

The plate is to be immersed in the acid bath long 
enough to produce very black lines, say half-an-hour, 
in the usual nitric bath. Then clean it, and have a 
proof taken to guide you in subsequent labours. 

2. THE SECOND BITING. 

. Ground your plate again and smoke it. The deep 
lines will still be very clearly visible, notwithstanding 
the black ground, which must be substantial. 

With the proof before you, draw all work that is to 
be neither very dark nor yet pale. Employ for this 
purpose a point sharper than before, but not yet quite 
sharp. Let your lines be nearer to each other than 
they were, yet not close. 

Immerse your plate a second time in the bath till it 
is bitten sufficiently to make the lines moderately 
deep. Remove it, clean it, and take a second proof. 

2 [THE PaIrRD BITING. 

You now ground with transparent ground, and do 
not smoke. Proceed with all pale and delicate work, 
such as distances, skies, &c., and with pale tones in 
near objects, such as tender shades in fur of white 
animals, &c., and with pale tones that have to cover 
whole spaces where work has been already done, but 
which require to be veiled with what painters. would 
call a scumble or a glaze. 

This is not so easy as when you worked in the 
black ground, because you will not see your lines very 
distinctly. 

In the third etching you must keep the lines close 
to cach other, and use a sharp needle, provided your 
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needle be not sharp enough to make little involuntary 
stoppages on the copper, jumping from one point te 
another. 

4. ADVANTAGES OF THIS PROCESS. 

The advantages of this process are considerable. 
First, by the clear analysis and division of the work 
to be done you know what lies before you, and by 
taking proofs during the progress of your plate, you 
ensure in a great measure the safety of its progress. 
By referring to the proofs, you perceive what remains 
to be done. The system of separate bitings is a 
considerable element of safety.* 

A technical advantage of very great importance is 
the facility with which, by this process, you may 
introduce pale linesamongst darker ones. For instance, 
if you have drawn a tree with dark intricate branches 
in your foreground, you may introduce a delicate 
distance or sky as seen between the branches by 
simply etching in the third process as if they did not 
exist, whereas to manage the same effect by stopping 
out, would be tedious in the extreme. In the same 
manner you may subdue glaring and obnoxious lights 
by throwing a delicate tint over them, still preserving 
the full importance of the vigorous lines. 

In connection with this process, the reader is re- 
quested to take note of the chapter which follows. 


* There is, however, a danger about the transparent ground, 


’ which is that it may not sufficiently protect the copper at the 


edges of the deeply bitten lines. The safest and strongest 
transparent ground is mastic varnish, applied with a brush, but 
it must be worked in soon, as it becomes brittle if kept on the 


plate. 
C 
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CHAPTER V. 
Lalanne’s Doctrine about Lines. 


M. LALANNE, the eminent French etcher, has first 
given definite shape and expression to a doctrine about 
lines, which is founded on certain technical necessities 
and on the practice of the most successful etchers. The 
student ought therefore to know this doctrine, and re- 
member it when he works, but not to give it a too rigid 
or formal obedience, because in art the very best of doc- 
trines (and this is one of the best) are liable to become 
hindrances tothe free development ofindividual ability. 
An artist ought to know all the best maxims about 
his art, and yield them an intelligent obedience just so 
long as they are of use to him, but not one minute longer. 

M. Lalanne’s doctrine is this : 

Lines which are to be deeply bitten ought to be 
kept apart from each other ; those which are to be of 
medium depth ought to be nearer, and very shallow 
lines ought to be quite close to each other. To 
express the doctrine in a concentrated form :— 7/e 
breadth of the white spaces between the lines ought to be 
an proportion to the depth of the biting. 

To inexperienced etchers, or even to experienced 
ones who have not much observation, this doctrine of 
Lalanne always appears a bit of capricious dogmatism. 
It may therefore be. well to explain the reason for it. 

I cannot tell you why, but it is a fact that biting 
always sets in soonest where the lines are nearest 
together, in the nitric and nitrous baths. 
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Consequently, if you want any one biting to go on 
evenly, the lines exposed during that biting must be 
tolerably equi-distant. There must not be very close 
work in one place and very open work in another 
place. The close places would be deeply bitten before 
the solitary lines were even attacked. 

Again, as the more open the work is, the longer it 
takes for the biting to get fairly to work all over it, 
the most open work must be longest exposed to the 
action of the acid. 

Finally, in landscape, it is the distances which are 
to be palest. The eye is best satisfied to find close 
and delicate work in a distance. 

The reason for this will be easily understood. 
Suppose you see any set of equally-sized objects, the 
upright bars of an iron railing, for instance, as the rails 
of the garden of the Tuileries, vanishing in a long 
perspective: the nearer they are the more open they 
are, and the thicker each appears; the more they 
recede in distance the closer they are, and the thinner 
each appears. So it is with natural objects, the ripples 
in water, the stems of trees in a forest, menin a street 
&c. The continual, though unconscious observation 
of this fact, makes us associate the idea of distance 
with thinness combined with closeness, and the idea 
of nearness with thickness combined with openness. 

Hence the reader will perceive that M. Lalanne’s 
theory, like all sound theories about art, is based upon 
the observation of nature,and our habits of mental 
association, even though at first it may seem to have 
nothing to do with nature. 
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CHAPTER VI. 


Haden’s Doctrine about the Etched 
Line. 


THE distinguished English etcher, Mr. Seymour Haden 
advocates a doctrine about the line distinct from that 
of Lalanne, which equally deserves the student's 
attention. 

Mr. Haden’s doctrine is, that the etched line, being 
on account ofits extreme andevenunrivalled obedience 
to the slightest variations in the will or sentiment of 
the artist, precious in the highest degree as a means 
of artistic expression, ought to be frankly shown and 
not dissimulated, except under circumstances where 
its vital accents are unnecessary. 

The difference between this doctrine and the ordi- 
nary feeling, both of painters and the public, is very 
great. A painter, from his habit of working in a 
medium which excludes the line altogether, and deals 
only with graduated spaces, has usually a feeling of 
embarrassment about the line, and a desire to hide it 
as much as possible under graduated tones. Ina word, 
many painters, especially of the English school, attempt 
to paint with the point rather than etch with it. In 
the kind of work they do they are often eminently 
successful. Hook, for example, is an accomplished 
painter with the point, and so in another way is 


, 
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Samuel Palmer, whose etchings are most perfect and 
admirable examples of the rich and full quality they 
aim at. 

For my own part, though fully recognizing the fine 
tone and clever drawing of the best members of the 
English etching club, I believe Haden’s doctrine to be 
the right one, namely, that the line ought to be 
preserved as much as possible, and made the most of. 
I think that as painting depends upon tones, and it 
would be a barbarism to introduce lines in that art, 
so since etching begins with the line, which the 
etching-needle draws in the ground, it would be 
barbarous to affect to ignore it and imitate other arts, 
such as mezzotint, in which there are no lines. Every 
art does best when it is most ztse/f. Of course we all 
know that there are no lines in nature, but all art is 
conventional, more or less, very much as language is 
(even painting is much more conventional than people 
generally imagine), so the most honest way appears 
to be that which confesses the conventionalism most 
frankly. And though the line does not exist in 
nature, it often explains, suggests, and interprets 
nature far more clearly and vividly than anything else 
would in the same time. There is an anecdote of 
Turner, to the effect that, once having taken a memo- 
randum in water-colour, he said to a friend near him, 
“How much more I should have got with the pencil- 
point!” Yes, a line will often tell more about a form 
than could be expressed with much more labour by 
colouring a space, and there is a sort of language in 


the linear arts which enables the artist to convey a 


good deal to an intelligent person already acquainted 
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with that kind of language, which to another would 
remain unintelligible. No genuine etcher would ever 
pretend that his art was an imitation of Nature, it isan 
interpretation, not an imitation. And although Nature 
cannot be deceptively imitated by lines, lines are most 
efficient in the interpretation of Nature. 

Now, an etched line is of all engraved lines the 
most free; it offers slighter hindrances to the immediate 
mental expression than any other engraved line can; 
indeed it is so perfectly free as to offer no appreciable 
delay or obstacle of any kind whatever. The slightest 
accent or deviation, even the most transient hesitation 
or trembling of the designer's hand, is at once registered 
by the sensitive line. In a word, the line is vz¢a/ from 
beginning to end, and as the eye follows it, it reads the 
varying thoughts and moods of the artist. To sacrifice 
all this vitality by hiding the line is to incur a most 
serious loss, which cannot, in this art, be compensated. 
In painting there are no lines, but then there is the 
brushwork, which is often, in the highest degree, 
expressive of the artist’s feeling, and therefore which 
serves the same purpose as the expressive line in 
etching. In etching, if you sacrifice the linear ex- 
pression, you have no executive expression left, you 
have no brushwork to take its place, you are working 
with a point and not with a brush, and you must have 
poimt-expression, that is, /7ze-expression or none. A 
stupid (or else malevolent) critic in one of the daily 
papers tried to make it appear that I undervalued 
painting in insisting upon the value of the etched line, 
but if I were writing about painting I should insist 
just as emphatically on the value of manly and visible 
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brushwork deliberately left undisturbed. The greatest 
painter-etcher, who ever lived, Rembrandt, used his 
brush as honestly as his etching-point, and his etching- 
point as honestly as his brush. Whether he painted 
or etched, there was never the least dissimulation of 
the means used, because, whichever of the two arts he 
practised, he knew the value of executive expression 
that kind of expression by which the hand, from the 
beginning of the work to the end of it, reveals the 
most delicately various phases of passing emotion, the 
seekings, and waitings, and hesitations, and the bursts 
of passionate ardour when the light from heaven 
flashes upon the soul of the artist, and his heart glows 
with tenfold heat, and the hand cannot be swift enough 
to record what the brain sees in the intensity of the 
inward vision. 
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CHAPTER VIL 
Soft Ground Etching. 


IN this kind of etching a skilful artist, accustomed to 
the process, can produce a very close imitation of 
pencil-drawing. 

You take a ball of ordinary etching-ground and mix 
it with an equal quantity of tallow, heating both 
ingredients and stirring till the mixture is quite perfect. 
In hot weather use less tallow, because it is the 


softening ingredient, and you require more of it in 
cold weather. 


Make fresh balls of the mixture, and enclose them 
in a covering of fine taffetas silk. Then lay your 
ground on the plate and smoke it, as in the former 
process. 

This being done, take care, in the first place, not to 
touch the plate with your fingers, as that would remove 
the ground. Then takea paper with a certain amount 
of roughness in its texture, but not a thick paper, 
moisten one side of it, and stretch your paper over the 
plate, exactly as you would stretch paper on a drawing 
board for water colour, turning the edges back and 
gumming them to the back of the plate with varnish 
(stopping-out varnish answers well for this purpose). 

Youthen draw your subject with a pencil on the 
paper, and on removing the paper you will remove at 
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the same time, if only your pressure has been what it 
ought to have been, just so much of the ground as will 
expose the copper sufficiently to represent pencil-marks 
when bitten. The biting has to be done by stopping- 
out, and so you get the different degrees of blackness 
necessary to your effect. If afterwards the plate needs 
reinforcing anywhere, this can be done by grounding 
it in the ordinary manner, and etching a little here and 
there with the point, only care must be taken to 
harmonise the different kinds of work, which might 
easily be dissonant. 

I lay little stress upon this kind of etching, because 
although it is a positive process, and therefore so far 
superior in convenience to the old negative process of 
needle-etching, still it achieves nothing which cannot 
be equally well achieved in another way, namely by 
lithography. The etching needle has no rival on its 
own ground ; what the etching needle can do, no other 
instrument in the world can do, or anything like it. 
But this process of soft ground etching, even when 
most successful, is not in any way better than litho- 
graphy, whilst it cannot be so cheaply printed. I ~ 
should say, therefore, that if the student prefers an 
etching of this kind to needle etching. he would do 
better to abandon that art altogether anda take to 
lithography at once, because in that case lithography 
would probably reward him better. 
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CHAPTER VIII. 


Bracquemond’s Pen Process. 


M. BRACQUEMOND has made experiments in a kind 
of etching with a common pen and ordinary ink, which 
had first been suggested to him by vague hints and 
traditions which had reached him. 

According to this process, you begin by cleaning 
the plate very thoroughly first with turpentine and 
afterwards with whiting, after which you abstain 
from touching the surface of it with the fingers. 

You then draw upon it with ordinary ink and a 
common steel pen, making in fact a free pen-drawing. 

When you have done, you let the ink dry perfectly, 
and then ground and smoke the plate in the old- 
fashioned way (see “ Old Process”). 

Then you immediately immerse the plate in water. 
After a quarter of an hour of immersion you rub it 
gently with a flannel. The ink having been softened 
by the water detaches both itself and the ground from 
the plate, and leaves the copper bare wherever it has 
been. You then immerse the plate in the bath, and 
bite it as usual. 

This process, when skilfully followed, gives a very 
accurate and effective imitation of pen-drawing, just 
as the process described in Chapter VII. imitates pencil- 
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drawings. The plate may afterwards be worked up 
in the usual manner for delicate touches, as the pen 
lines are somewhat coarse. 

My experience of this process is extremely limited, 
as I soon found a substitute for it, more agreeable to 
my own predilections, which will be described in the 
next chapter. The specimens with which Bracquemond 
himself has favoured me are enough to prove that in 
very skilful hands the process may be extremely 
effectual for the imitation of rude. pen sketches, but 
not, I should think, tor work in which it would be 
necessary to have thin lines. As to paleness and 
blackness, they may of course be made as pale or as 
black as you like, because you have all the resources 
of biting at command, just as you have in ordinary 
point etching.* 


* Pen drawings are now most accurately imitated by hé/io- 
gravure, which is only etching with the help of photography, 
The simplest way if you wish for a perfectly good imitation of 
delicate pen drawing, that will print, is to have recourse to the 
practitioners of that art. Bracquemond’s process may be of use 
for broad and simple work, in large plates, to be etched over 
more delicately afterwards. 
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CHAPTER. IX. 


The Author’s Brush Process. 


THIS process is founded upon Bracquemond’s pen 
process, but is more certain. The pigment used is 
thicker than any which can be used with a pen, and 
is easily destroyed in the acid bath. The essential 
peculiarity of this process is the employment of a 
pigment which the acid strongly attacks. ‘The process 
therefore does not simply depend upon the solubility 
of ink in water, as Bracquemond’s does, but upon the 
action of acid on a base. 

I. CLEANING THE PLATE. 

Clean the plate perfectly with whiting and turpen- 
tine. Kemove the whiting at last by rubbing the plate 
well with bread. After this, do not touch the plate 
with your fingers. 

2. THE PIGMENT. 

Mix scme whiting with a palette knife with a strong 
solution of white sugar. Add a solution of ox-galli 
about equal in quantity to half the sugar solution. 

3. THE BRUSH. 

Use a small fine-pointed sable-hair brush, and let 
the pigment be so mixed as to work rather freely, and 
draw a thin line on the copper with ease and precision. 

4. TIIE DRAWING. 

Use the point of the brush very much as if it were 
a pen, depending mainly upon lines, but indulging 
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yourself in a blot occasionally where a blot would be 
useful, just as a clever artist does in a pen sketch. If 
your platehas been properly cleaned, and your pigment 
properly mixed, you will be able to draw as easily as 
on a sheet of paper. ___- 

When you have done you still carefully refrain from 
touching the surface of the plate, or from letting 
anything else touch it. The pigment dries slowly. It 
does not much matter whether it is quite dry or not 
when you come to the next stage of the work. 

5. THE GROUND. 

Make a thin solution in ether of the ordinary etching 
ground cscribed at page 6. 

6. LAYING THE GROUND. 

It is to be applied as collodion. To expel the 
ether, heat gently over a spirit-lamp, holding the 
plate about twelve inches above the flame, and taking 
care that the ether in the ground is gradually expelled 
and does not catch fire. 

This done, the ground will have become transparent, 
and lost the frosted appearance it had at first. 

Pet ae BATH. 

Use the Dutch mordant (see page 31), and leave 
the plate in it a quarter of an hour without touching it. 
Then brush the surface of the plate very gently with 
a feather. This will disengage the pigment, and the 
ether varnish over it, leaving the lines exposed to the 
action of the acid. If the operation has been properly 
- conducted from the beginning, all the lines will be 
clear, but the copper between them, even in the 
smallest squares or lozenges, will be perfectly protected, 
You now leave the plate to bite according to the depth 
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you require, stopping out when necessary, as in the 
old process. 

The brush process, like Bracquemond’s pen process, 
does not admit of very delicate lines, so the plate may 
be either finished in dry point or else completed by the 
addition of point-etching. In the latter case the artist 
will use a transparent ground. 

The brush process is most useful for rich fore- 
grounds, especially in rather large plates. The brush 
has one advantage over the etching needle, namely its 
capacity for obtaining accent by the enlargement of 
the line. Thisis often very convenient. For example, 
you may draw a blade of grass from point to root 
with a single stroke of the brush, but you could not do 
it with less than two strokes of the etching needle. 
Again, with the brush, you may obtain many of the 
effects of the pen, especially its valuable power of 
blotting, which when rishtly used is often most artistic. 

During the progress of your work before laying the 
ground, you may efface as much as you like, but it 
must be done with thescraper, not with water. With 
the same instrument you may éake out lights exactly 
as in’water- colour drawing. 

Remember that ifa blot is foo wide, it will not print 
well. The ink would be taken out in the middle by 
the wiping of the printer’s hand. 


* The operations in the brush process are very delicate, and 
partial failure may be expected at first. Ifthe ink does not take 
on the plate, you may roughen the copper very slightly by a 
short immersion in a weak nitric bath. Let the ether ground 


remain a night on the copper before you heat it, and be very 
cautious about the heating. 
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CHAPTER X. 
Haden’s Negative Process. 


Mr. SEYMOUR HADEN was the first etcher to conceive 
the idea of executing a plate from beginning to end in 
the acid. 

Having first adopted a slow and particularly safe 
mordant, not so disagreeable in odour as the old one, 
he placed his plate in the acid to begin with, and drew 
his subject in the acid. 

I. THE MORDANT. 


Hydrochloric acid . . 100 grammes. 
Chlorate of potash. . 20 ¥ 
Water... - 880 eo 


The water is to be warmed and the chlorate of potash 
perfectly dissolved in it first, then the acid is to be 
added.* 

A word of warning is necessary here. The etcher is 
not to use the common muriatic acid of commerce, 
which disengages intolerable fumes and is of a deep 
yellow colour. I find that country druggists sometimes 
maintain that there is no other hydrochloric acid than 
that,and treat the applicant whoasks for it disdainfully. 
The hydrochloric acid the etcher needs does not fume, 
and when mixed with water has but a slight odour. 


* This is what we call the Dutch mordant. I used to think 
that it was Mr. Haden’s invention, but it has been used in Hol- 
land for some time and was probably invented there. 
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2. TIME OF BITING. 

When the weather is not very warm the lines 
intended to be darkest may be allowed to bite from 
five to seven hours, the palest one quarter. It is 
evident, therefore, that one has the time to execute a 
free etching in the bath, and put a considerable amount 
of work into it. 

3. PRINCIPLES OF WORK IN THE ACID. 

You have merely to begin with the lines intended 
to be darkest, using a blunt point, and keeping them 
rather wide apart (according to Lalanne’s rule), after 
that gradually proceeding towards the paler work, 
where you will use a sharper point, and make your 
lines closer. 

If you calculate your time well, and do your work 
properly, your plate will be finished with a perfect 
eradation when you take it out of the bath, and you 
may print a proof of it at once, 

Ad LHS. TRA. 

The most convenient tray for working according to 
this process is a drawing-board of some very light 
wood, an inch and a half thick. Inthe middle of this 
a well is hollowed an inch deep, and three legs are 
adapted to it, exactly of the soit used by photo- 
graphers for setting up a camera. By means of this 
arrangement a perfect level may be secured in any 
ground, and then the etcher will put his plate in the 
well. Of course a hand-rest is required, which may 
be a thin piece of deal or cedar just strong enough to 
bear the hand over the acid without yielding. 

It is better to have only just acid enough to cover 
the plate, because if there is any considerable depth of 
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it there is an inconvenience about the real position 
of the plate and its apparent position. 

The etcher will feel some embarrassment at first 
from the necessity of marking only very dark lines in 
the earlier stages -of his work, but he will overcome 
this with a little perseverance. The dark lines once 
established, will guide to the positions of the paler 
ones, and it will be found less difficult to draw on this 
principle than beginners usually imagine. 

5. ADVANTAGES OF HADEN’S PROCESS. 

First. Perfect gradation in work. All other systems 
of biting proceed Fy stages, usually two or three stages. 
This system of Mr. Haden’s is one of unbroken gra- 
dation from the deepest biting to the palest. 

Second. It saves the necessity for stopping-out, 
which was a cause of delay and difficulty in all 
passages of any intricacy, such as skies seen between 
the branches of trees, &c. 

Third. It enables an experienced etcher to complete 
a plate at one sitting without being delayed by re- 
grounding, proof-taking, &c. 

6. IMAGINARY DIFFICULTIES. 

If you mention the process to any old-fashioned 
etcher he will laugh at you. He will also, most 
probably, look you in the face with an air of conscious 
superiority, as if he knew that you had stupidly for- 
gotten something of which he was clearly conscious. 
Then he will say, ‘‘ And what becomes of the needle ?” 
This means that the needle will be dissolved by the 
acid. 

Of course the point of the needle which is in the 


_bath is constantly, though slowly, dissolving, but the 


D 
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action of the bath is merely to keep it sharp, and the 
money loss is so small as to be imperceptible, not 
exceeding sixpence a year. 

An imaginary difficulty of this kind stops many 
people. The cost and inconvenience caused by the 
dissolution of the point in the acid do not equal the 
cost and inconvenience caused by the wearing away 
of the lead in pencil drawing, yet the old-fashioned 
etcher is stopped by the one, and, from habit, thinks 
nothing of the other. 

Another difficulty, equally imaginary, is the notion 
that there is no certainty of procedure when you etch 
in the acid, that the result must be curiously un- 
expected, “due to chance,” and so on. The fact is 
that as the acid bites very slowly and in the most 
regular manner, the weights of tone may be decided 
quite accurately beforehand by referring to a watch. 
There is no hurry whatever about the process, and if 
you are interrupted you have only to take your plate 
out of the bath and keep it out till your next sitting. 

Some people say that a plate etched in the acid is 
bitten five or six times sooner than one etched out of 
the acid. This is a pure delusion, based on nervous 
fears. The simple truth is that the two are bitten in 
precisely the same length of time, if the acid in each 
case is of the same strength, and the temperature 
equal. You may increase the rapidity of biting on a 
portion of the plate about the size of a shilling by 
fixing the etching needle there, because the contact 
of the two metals in the acid establishes a galvanic 


battery, and copper flies off within a certain limited 
radius. 
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7. REAL OBJECTIONS TO HADEN’S PROCESS. 

Mr. Haden’s process is excellent for a master of the 
art, who has got accustomed to it, but is not suitable 
for beginners, or for timid practitioners, because it 
requires such certainty of hand, and such accurate 
calculation of the future value of the lines. Again, 
whilst the plate is in the bath, the differences are 
always lessening. For example, a line laid at the very 
beginning, and a line laid an hour afterwards, are 
when the plate has been an hour and a half in the 
bath, of very different value, but as the plate remains 
longer and longer in the bath they are constantly 
approaching in value. This has to be continually 
taken into account, and it adds to the difficulty of the 
process. 

Another real objection to Haden’s process is that 
the mordant he uses darkens the copper as it bites, so 
that after a time it becomes difficult to see the lines 
that have been already etched. This may be tem- 
porarily overcome by resting the iron point for a few 
seconds on the plate in the part which you desire to 
see. The galvanic action above-mentioned will clear 
the lines, so that you will see them all plainly enough. 
But this is only temporary, they darken again when 
the iron is removed. 

By using a weak nitric bath instead of the Dutch 
mordant, the difficulty is removed, and the lines re- 
main light-coloured. The nitric bath, however, is not 
so safe as Mr. Haden’s bath, I mean it is not so 
reliable as a mordant. 

Finally, it is clear that with this process correction 
is out of the question. You cannot alter and amend 
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unless when the plate ought to be finished you correct 
it by the tedious old processes. As the line is laid, so 
it must remain, hollowing itself deeper and deeper into 
the dissolving metal. This is a very serious objection 
in the case of almost all amateurs, and of many artists 
(not by any means the worst generally), who, though 
able to produce admirable works by correction and 
laborious care, have no natural talent for improvisation. 
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CHAPTER. XL. 


The Negative Process in One 
Bing, 


THERE is no necessity to practise this process much 
with a view to actual production, but a thorough un- 
derstanding of it is most valuable to an etcher asa 
part of his technical education and he ought at least 
to begin by making experiments in it. 

A satisfactory etching can be produced by a single 
deep biting—an etching much more satisfactory than 
any one who had not studied the subject would be 
inclined to believe. 

Needles of various thicknesses ought to be used ; 
they should be thin and sharp for lighter parts and 
blunt or broad for the strong lines. 

There can be no pretension to complete truth of 
tone in etching of this class, but the tones of nature 
may be learnedly interpreted, though they cannot pos- 
sibly be imitated by it. The artist should not attempt 
to imitate delicate greys, but should generally inter- 
pret light greys by white, as the finest early engravers 
did. 

The Dutch mordant should be used in preference 
to nitric acid as it does not enlarge the line, and it is 
very important in this process that fine lines should 
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be kept fine. If they are so kept, heaviness may be 
very well avoided as the fine lines do not yield up all 
their ink in the printing, when they are deeply bitten, 
but of course when they are enlarged in the biting they 
act as broad lines and give up much more of the ink, 
producing heaviness. 

Darks will be got by congregating many and thick 
lines, and lights by few and thin lines. It will be 
found that in practice the whole of nature may be 
intelligently interpreted on this principle. 

An etching so produced may be made to have a 
much more finished appearance by working upon it in 
dry point when the biting is over. 
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CUAPTERYXIT 


The Author’s Negative Process, 


FROM DARK TO LIGHT WITHOUT STOPPING-OUT. 


THE following negative process, which I used before 
discovering the positive one, may be recommended as 
avoiding some of the chief difficulties of other pro- 
cesses. It avoids stopping-out altogether, and there 
is considerable certainty about the result, as you may 
calculate yourvalues of lightand dark pretty accurately. 

I. THE GROUND. 

Make a clear solution of beeswax in turpentine, 
decanting it till no sediment of any kind remains. 
The solution should be perfectly fluid, and of a bright 
clear yellow colour.* 

To this solution add one-sixth of its volume of 
japan varnish, but you must vary the quantity of 
varnish according to the heat of the weather. If there 
is too much of it, the ground will be hard and brittle; 
if there is too little, the ground will not be strong 
enough to take smoke with safety. 

2. APPLICATION OF THE GROUND. 

First clean the plate with engraver’s emery paper, 
and then plunge it in Dutch mordant till it darkens all 


* The reader will please observe that it is yellow deeswax and 
not white wax. Letters from correspondents prove that readers 
do not always notice this. 
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over. This change of colour assures you that there is 
no grease, and it assists the adherence of the ground. 
The slight roughening is easily removed afterwards. 

Then pour the ground on the plate as the photo- 
graphers pour collodion, and let it dry for twelve 
hours. After that, apply a second coat of the ground 
in the same manner, and smoke the second coat 
immediately without waiting for it todry. The result 
is a ground perfectly even and smooth, so that it 
reflects everything like a mirror, and so equally sound 
that you may etch all over it with equal safety. 

It is one of the most satisfactory grounds I have ever 
tried; but it hardens afterwards by time, and ought 
therefore to be used within a few days after it is laid. 

It is not absolutely necessary to allow the first coat 
to dry slowly. If you are in haste to use the plate you 
may expel what is volatile in the turpentine by passing 
the flame of a spirit lamp under the plate till the 
ground becomes quite transparent ; then let it cool, 
and as soon as the plate is cold pour the second coat 
over it and smoke immediately. If these operations 
have been properly performed, you will have a quite 
perfect ground. 

3. REASON FOR THE APPLICATION OF TWO COATS, 

Grounds which are applied in a fluid state are 
necessarily very thin ; and if you smoke a single coat 
sufficiently to make it really black you introduce a 
quantity of lamp black into the ground, which alters 
its chemical constitution so that it becomes weak, does 
not adhere well, and though it may seem right when 
you are working with the point, will detach itself in 
the acid bath. By applying two coats and smoking 
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rapidly you insure adherence, because the first coat is 
not altogether penetrated by the smoke, and it is this 
first coat which resists the acid, whereas the second 
retains the lamp-black. 

4. WHEN THE GROUND IS TOO HARD. 

You may find the ground too hard for a blunt point; 
when it is still in good condition for a sharper point ; 
but if it is too hard for a sharp point, you may still 
make it serve by gently heating the plate on a warm 
lithographic stone, and keeping it there whilst you 
work. Increase, when the ground is hard, the pro- 
portion of the wax solution, 

5. DRAWING AND BITING. 

Draw all the dark parts first, then plunge the plate 
in the bath for one half the total time of biting, 
whichever bath you use. For instance, if it were 
Dutch mordant, in winter the total time would be six 
hours, so your first biting would be for three hours ; 
the Dutch mordant in hot weather would require four 
hours, so your first biting would be for two hours; a 
nitric bath in temperate weather would be for half-an- 
hour, so your first biting would be fifteen minutes. 

Then take your plate out, dry it with blotting paper, 
and draw the zest darkest lines wherever they are 
wanted, Immerse the plate for one-fourth of the total 
time. 

Take it out again, add the paler tones, but not the 
palest. Immerse for one-eighth of the total time, 

Finally, draw all the palest work in the plate. 
Immerse for one-eighth of the total time. 

If the reader is reading carelessly (as I am afraid 
most readers do, especially reviewers) it will seem to 
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him that the third and fourth bitings are for equal 
lengths, being each set down for one-eighth of the time. 
However, as the third biting is still going forward with 
the fourth, it is really of double duration, and the 
account, at last, stands thus :— 

The darkest lines have bitten the whole time. 

The darker lines have bitten half the time. 

The paler lines have bitten a quarter of the time. 

The palest lines have bitten one-eighth of the time. 

Add to this a little retouching with the dry point, 
and the plate is finished. 

6. A STANDARD FOR BITING. 

Every etcher ought to etch a standard plate with the 
various depths of shading obtained by these different 
bitings. By reference to this, he will be able to 
ascertain beforehand the effect of what he is doing. 

It is well in this process to follow somewhat rigidly 
Lalanne’s doctrine about lines, and to use four points 
for the four sittings, the bluntest first, the sharpest 
last.* 

7. THE USE OF THE WARM BATH. 

The most certain way to secure regularity of biting 
is to have the bath always at the same temperature, 
and always as nearly as possible of the same strength. 

To obtain an equal temperature it is necessary to 
heat the bath artificially and continuously, as the heat 
of the atmosphere is variable. 


My own present habit is to put the bath of Dutch 


* Since this chapter was written I have got into the habit of 
laying all my first grounds withtheroller,aninstrument originally 


intended for rebiting, but very useful for laying ordinary grounds 
as well, 


THE AUTHOR’S NEGATIVE PROCESS. 43 


mordant on a warmer which is a sheet-iron box filled 
with hot air. The air is heated by two lamps sup- 
ported by a stand which is so constructed that they 
can be raised or lowered at pleasure so as to regulate 
the heat. Where gas is accessible the tap answers the 
same purpose. 

A glass thermometer is kept in the bath, and my 
way is to heat up to 90° Fahrenheit, but it is of little 
consequence what heat is adopted provided that it is 
quite regular. The higher the temperature the more 
rapid is the action on the copper. 

The Dutch mordant at 90° gives a pale line, which 
prints well, in three minutes, and a very deep strong 
line in seventy minutes. Between these extremes a 
great variety of depths may be obtained. 

Regular heat is not of itself enough to ensure regu- 
larity of biting. The bath must be kept as nearly as 
possible at the same strength by resolutely throwing 
away aconsiderable portion of it after every biting, and 
replacing it with freshly made mordant. 

The Dutch mordant is best when made freshly every 
time it is wanted, and not kept in stock. If left to 
freeze in winter it loses its strength. 

The warm bath cannot be used for etching in the 
acid as the odour disengaged from it is much stronger 
than that from the cold bath. 


GHA PIER exit 
The Author’s Positive Process. 


I. PURPOSE OF A POSITIVE PROCESS. 

By my positive process the artist, whilst he is 
etching, sees his work in black upon a white ground, 
as distinctly as if he were drawing with a lead pencil 
on white paper, instead of seeing it in copper ona 
black ground. 

The old negative process is not only objectionable 
because it is zegative, but also because the lines are 
brilliant, which causes them to appear more rich and 
numerous than they really are. 

A star seen by the naked eye appears very much 
larger than the same star seen through a telescope, 
although the telescope magnifies it many times. The 
reason for this is, that the glittering rays about the 
star which dazzle the naked eye are shorn away by 
the telescope. 

In the same way the lines of glittering copper in 
the old system of etching appear richer and more 
abundant than they really are, because of their de- 
ceptive glitter. 

They deceive also in another way. Those which run 
at right angles to the rays of light appear brighter and 


more numerous than those which are parallel with the 
rays. 
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The consequence of these deceptions is, that it needs 
a vast experience to know accurately the state of a 
plate before you see a proof of it, and even the most 
experienced etchers are liable to frequent deceptions. 

In nine cases out-of ten a plate is much poorer than 
it looks, and requires a considerable amount of after 
labour to bring it up to the degree of richness which 
the etcher believes himself to have already attained. 

In a positive process, on the other hand, when the 
lines do not glitter but show as dull darks on white, 
there is no deception of this kind. 

It is unnecessary to add that a positive process which 
shows those lines dark that are to appear dark in the 
printing, is plainer than a negative process in which 
every dark line is represented by a light one. The 
difference is, that in the negative processes the artist 
calculates what he is doing, whereas in the positive 
process he sees what he is doing. 

pe lae, SILVERING OF THE PLATE, 

As a copper plate, however well polished, is still 
rather dark in colour, I silver it to make it lighter. 

The most convenient way of silvering a plate is to 
use silver cream, and this is the way to make it. 

The first thing is to procure chloride of silver, which 
is made as follows :— 

Put 60 grammes of nitric acid into a tumbler, and 
add the same quantity of water. Put the tumbler into 
a small pan half filled with water, which you set over 
the flame of a spirit lamp. Throwa shilling into the 
tumbler, and let the mordant boil five minutes. Re- 
move from the fire, and let the contents of the tumbler 
cool. The shilling will now be entirely dissolved, 
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When the solution is cool, add to it 120 grammes of 


pure water, and then pour into it, drop by drop, 25 
grammes of hydrochloric acid. This will immediately 
produce a white precipitate. Now transfer the whole 
into a large glass and add pure cold water liberally, 
stirring well with a glass rod. This is to wash the 
precipitate. Let it settle to the bottom of the glass 
and pour away the acid and water. Fill up again 
with pure water and repeat the washing. Pour off the 
water again and wash the precipitate a third anda 
fourth time in pure water. You may now dry the 
precipitate between sheets of blotting-paper and ona 
warm-glass. 

The next thing to be done is to dissolve your 
chloride. You begin by making a strong solution of 
cyanide of potassium as follows :—Put 80 grammes of 
water in a tumbler and put the tumbler in a pan, as 
you did before with the mordant, till the water in the 
tumbler boils, Dissolve in it 20 grammes of cyanide 
of potassium. When the solution is accomplished put 
10 grammes of chloride of silver (a shilling should give 
10 grammes) into the tumbler and stir well for five 
minutes with a glass rod. Leave the solution to cool. 

You have now a solution of chloride of silver in a 
solution of cyanide of potassium, but it is too acid and 
too fluid. You therefore add 25 grammes of cream of 
tartar, and after that 50 grammes of chalk, stirring 
well till all ebullition ceases, 

The best way to use the silver cream is to apply it 
first with a camel-hair brush and leave it for five 
minutes on the plate, then rub the plate with a clean 
rag till nothing is left but the metallic silver. 
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Chloride of silver may be maderather morepromptly 
by simply dissolving photographer’s nitrate of silver in 
water and then precipitating the chloride.* 

3- TO MAKE THE SILVER OF A DEAD WHITE. 

Roughen the surface of the copper slightly before 
silvering with fine emery paper, letting the lines run in 
the direction which will be from right to left, or from 
left to right, whilst youare at work. This catches the 
light on the surface of the plate, and makes it white. 

The white ground, in drying, deadens the silver still 
further. 

4. THE WHITE GROUND. 

Dissolve white wax in ether, making what chemists 
call a saturated solution. Let it settle a few days. 
There will be a clear part, and a milky part, below it.+ 
The clear solution is what you want, because the 
milky part is not really a solution, but a suspension of 
undissolved particles, many of which are perfectly 
insoluble in ether, when, as most commonly happens, 


* The following is the receipt ina condensed form :— 


Chloride of silver . - . 10 grammes. 
Cyanide of eye 4 5 8: - 
Water . : . 5 ie: a 
Cream of tartar . 5 ee 4 
Chalk . : 50 ‘A 


Readers who are not edad to chemistry are warned 
that cyanide of potassium is one of the most terrible of poisons. 
Even its odour produces disagreeable and alarming symptoms 
in some persons. Mind that no drops of the strong solution get 
upon any little wound on the hand. Ventilate the laboratory 
well immediately after making the silver cream. 

+ If it is all milky add more ether till you obtain a clear 


solution. 
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the white wax has been adulterated with starch or 
other white powder. In fact, by making the solution 
in ether, you at the same time ensure the purification 
of the wax, which isa great thing initself. Your clear 
solution will be white wax, in as pure a state as can be 
when the ether has evaporated. 

5. APPLYING THE GROUND. 

Pour the solution in the same way as described at 
page 40 onthesilvered sidetill it makes a pool reaching 
totheedgesof theplate. Then incline the plategently, 
yet firmly, and rather quickly, so that the solution may 
run first to one corner and then to another, till finally 
you pour all the superfluous solution back into the 
bottle. In finishing, you should move the plate 
rapidly, so that first a long side of the plate may be 
vertical and then a short one. 

Let the ground remain three days to dry. Then 
apply a second coat of wax inthesame manner. Let 
the second coat remain four days before you make use 
of the plate. Lean the plate against a wall in a quiet 
room where nobody goes, its face to the wall, so that 
it may not catch dust. 

If you accelerate the drying by the heat of a 
spirit lamp, you obtain transparence but lose the dead 
white, which is desirable. 

6. THE BACK AND EDGES OF THE PLATE. 

Paint the back and edges of the plate with stopping 
out varnish, to protect them. 

FO LE BATH, 

It is essential to use the Dutch mordant because it 
gives a dark line. The nitric bath gives a light- 
coloured line, and is therefore useless for our purpose. 
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The mordant is composed as follows :—Chlorate of 
potash 20 grammes, hydrochloric acid 100 gr., water 
880 gr. If you have not French weights, the same 
proportion may easily be preserved in English ones. 
First warm the water-and dissolve the chlorate of 
potash in it; then add the acid. Mind that your 
hydrochloric acid is pure (see p. 31). 

&) THE SKETCH. 

The ground is so delicate that almost all kinds of 
tracing mayinjure it. The safest is the greasy carbon 
paper, made for manifold writing by Messrs. Field 
and Tuer; it should be very thin, and a bone “style” 
should be used as lightly as possible. 

You may sketch the subject directly with a little 
Japan varnish thinned with rectified turpentine and 
applied with a small camel's hair brush. The sketch 
should be allowed to dry before the plate is put in the 
bath. 

The delicate wax ground should never be touched. 

9. THE PLATE TO BE ETCHED IN THE BATH. 

The plate must be etched in the bath according to 
Mr. Haden’s process, otherwise the lines would not 
darken sufficiently (see p. 31). 

10. THE DRAWING-BOARD. 

The drawing-board to be used is the same as recom- 
mended for Haden’s negative process at page 32. 

Do not have the well for the porcelaintraycut in the 
middle of the board, but towards the top of it (see 
next page), as it ismuch more convenient. In etching 
an upright subject with the same board, have the 
broad margin to your right hand. 


Let the board be entirely japanned with several 
E 
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coats of japan, say six coats. The dark colour of this 


makes the plate look whiter, and the japan protects 
the wood efficaciously against the acid. 

You may imagine that there is no use in having the 
well so deep, as the bath is only just to cover the 
plate; but if your bath is too shallow, the acid by 
capillary attraction will get into the small space 
between your hand-rest and the board and very soon 
flood the whole board, and spoil your sleeve. Any flat 
piece of thin wood will do for a hand-rest (see Haden’s 
negative process, page 32). 

For etching from nature I prefer a wooden or gutta- 
percha tray to the drawing-board, because it is much 
lighter and smaller. 

11. TO FIX THE PLATE IN THE BATH. 

Lay it exactly where you wish it to be, and take 
four balls of modelling wax about the size of a marble. 
Press each of them strongly with the thumb, so that 
the wax may cover a corner of the plate and spread 
upon the tray or drawing-board. The plate will then 
adhere firmly and travel safely. 

12, THE BLACKENING OF THE LINE. 

If the bath is in a right condition the line will 
blacken the instant you draw it, but it will not do so 
in a perfectly new bath. Hence, before beginning to 
work, dissolve a small bit of copper in the bath. 
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13. THE ENLARGEMENT OF THE LINE. 

The wax ground is quite safe, but it permits the 
lines to enlarge slowly. There is consequently a 
perfect gradation in thickness from the earliest lines to 
the latest, as the time of exposure diminishes. This is 
mostfortunate beingexactly what the etcher needs,and 
instrictaccordance with Lalanne’s doctrine about lines. 

14. THE NEEDLE TO BE USED IN TIIE POSITIVE 
PROCESS. 

In consequence of the enlargement of the line we 
dispense with a variety of blunt and sharper points in 
this process, using one point only, a rather strong 
sewing-needle inserted in a holder. It should always 
be sharp enough to scratch well through the silver, 
that the copper may be attacked by the mordant at 
once, without which the line would not blacken in- 
stantaneously. 

15. HoW TO DEAL WITH A SKETCH CONTAINING 
LESS THAN FIVE HOURS’ WORK. 

You require five hours for the biting of the darkest 
- lines, consequently the plate szus¢t remain in the bath 
five hours. If you wish to give only two hours’ work, 
you must so distribute them over a space of five hours 
that the lines you draw may reach the degree of value 
in light and shade which you desire. In the intervals 
you may carry forward another plate in the same way. 

16. HOW TO DEAL WITH A PLATE THAT RE- 
QUIRES SEVERAL SITTINGS. 

From the account just given of the positive process, 
the reader may see how a single-sitting plate may be 
carried through successfully (as in the Haden process), 
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but he may not see at once how to deal with a plate 
that requires several sittings. 

Suppose the case of an elaborate plate requiring five 
sittings of six hours each. 

Begin at first with a selection of the work over the 
whole plate, amounting to one-fifth of the total labour 
to be given. Then clean the plate and ground it 
afresh. In the second sitting you will also go gra- 
dually. over the whole plate in the same manner, 
adding work to that which already exists. So in the 
remaining sittings. You cannot, whilst working in the 
acid, do the whole of the foreground in one sitting, and 
the whole of the distance in another, on account of the 
operation of the acid, but you must so time your 
different sittings as to work always at the same hour 
on tones intended to be of the same depth. There is 
no difficulty or inconvenience about this when you get 
accustomed to it. 

17. TO CORRECT BY EFFACING WORK. 

Proceed at first exactly as if there were no silver on 
the plate, boidly using scraper, charcoal, &c., and 
re-silver, &c., afterwards before re-touching, if re- 
touching is required. 

18. CLEANING PLATES, &c. 

Turpentine is usually employed for this purpose, but 
in giving an account of my own process, I may as well 
add that I find schist-oil a much better cleanser than 
turpentine. It leaves the hands, too, in a more 
agreeable condition, for everything except the smell, 
which may be got rid of by using plenty of scented 
soap. Petroleum is also much better than turpentine, 
Both schist-oil and petroleum remove Japan varnish 
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very rapidly, whereas turpentine dissolves it slowly. 
Since using schist-oil, I find it possible to combine the 
pursuit of etching with decent-looking hands, which I 
never could manage with turpentine. 

19. TECHNICAI, DANGERS. 

The greatest technical danger in the positive process 
is that when several sittings are given to one plate the 
edges of the line already bitten may be insufficiently 
protected by the wax solution, which is of extreme 
tenuity and delicacy. The proper way to avoid this 
is to use a stronger transparent ground. Paraffin wax 
is said to answer admirably. It should be melted in 
a shallow tray in which the plate is plunged, and when 
the plate is removed the lower side of it should be 
laid upon a surface of very cold water which chills the 
paraffin and makes it look much whiter. 

Mastic varnish protects lines already bitten. It 
should be applied with a brush. 

In concluding the description of my positive process 
I may observe that the silvering of the plate is more 
a luxury than a necessity. It is agreeable because it 
gives a white surface which makes the purple line look 
black by contrast, but copper is still light enough in 
itself to show the line in dark when the Dutch mordant 
is used and the ground is transparent. 

Zinc plates covered with paraffin wax are of a pale 
grey so near white that the lines look almost black by 
contrast. 

Positive processes are only to be recommended for 
working out of doors, as it is unpleasant, and perhaps 
unhealthy, to have one’s nose over an acid bath for 
hours together in the still air of a laboratory. 
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CHAPTER XIV. 


A Mixed Process, 
FROM LIGHT TO DARK. 


A PLATE may be begun by drawing everything as if 
it were to be finished in negative. You may use the 
black ground and draw in it out-of the bath with a 
fine needle. 

The next thing to be done is to bite this just deeply 
enough for your pale tones. 

You then remove the ground entirely and cover 
your plate with a transparent ground, either mastic 
varnish, paraffin wax, or the ordinary etching ground 
not smoked. ; 

After this you go on etching in the bath till you 
get all the middle tint done. 

Lastly, you may cover again with ordinary etching- 
ground, smoke your ground, and work out all the 
darkest lines with the point. These you can bite 
deeply at your leisure. 

This process is convenient because if any mistake 
is made in drawing in the earliest stage it can be easily 
corrected, whereas a deeply bitten line is not so easily 
effaced. A proof can be taken after the removal of 
each ground to show the real state of the plate. 


55 


GHAPTRE Rex Ve 
A Mixed Process. 


FROM MIDDLE TINT TO LIGHT AND DARK. 


INSTEAD of drawing fora light biting the etcher may 
make his first drawing with a view to middle tint, 
omitting all the palest passages. This can be done in 
the ordinary black ground, smoked. 

The etcher then bites his plate moderately, removes 
the ground, and takes a proof which ought to give him 
good clear form everywhere and all middling shades, 
but neither delicate lines nor deep ones. 

The plate may now be covered with a good trans- 
parent ground, suchas mastic varnish, and the delicate 
work added in the bath; or, if the etcher dislikes 
working in the bath he may employ the ordinary 
ground, and smoke it, as the lines will be clearly visible 
and he can draw the delicate work amongst them with 
a fine needle. 

The deepest lines may be got after the ground has 
been removed and a second proof taken, either by re- 
biting in the middle tint, or else by covering the copper 
entirely, smoking it, and working afresh with a strong 
needle sharpened to a scraping edge. Very vigorous 
work may be added in this way so as to make the 
etching gain greatly in force and clearness. 
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CHAPTER AVI 


To Efface Faulty Passages. 


WHENEVER you have a bit of irremediably bad work 
in an etching you may efface it entirely. 

The most rapid way is to use first a shaving scraper 
which will cut off clear shavings of copper; next, 
sand-paper of different degrees of coarseness, the 
coarsest first, and then the triangular scraper, and 
finally, willow charcoal with olive oil. The charcoal 
will leave the surface in a fit state to etch upon. 

This scraping and rubbing hollows the surface of 
the copper, and if it hollows it too much the printing 
will not be quite satisfactory in that part of the plate. 
In that case you have nothing to do but mark the spot 
on the back of the plate with a pair of callipers, then 
lay the plate on its face upon a block of polished steel, 
and give it two or three blows with a hammer (mind 
that the hammer is rounded so as not to indent the 
copper). 

The only objection to this way of effacing is the 
time it takes. IPf you have a trustworthy coppersmith 
in your neighbourhood, you may first show him what 
has to be done, and then send your coppers to him 
when a part requires effacing, but you cannot trust 
engraved plates in the hands of most workmen, as 
they are too careless and always scratch them. The 
professional copper-planers for engravers do this work 
as a part of their business, and may be trusted, 
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CHART Rio XV II. 


To reduce a-Passage that is 
Overbitten: 


UsE willow-charcoal with olive oil, and nothing else, 
as scrapers and sand-paper injure the edges of the 
line, whereas willow-charcoal does not injure their 
quality at all, but merely reduces the copper. 

Another very curious fact about reduction is that it 
alters the relations of lines by revealing, in certain 
circumstances, the differences of biting more clearly 
than they were seen before. 

The paper does not clear the ink out of a line that 
is both deep and narrow, it only takes part of it out, 
consequently narrow lines of very different depths will 
give the same degree of blackness. When, however, 
the copper is reduced, some of the lines are seen to be 
shallower than others by their effects upon the proof. 

The student is recommended to avoid reduction by 
friction as much as possible, and to use the burnisher 
in preference which reduces by compressing the edges 
of the line instead of wearing them away. 

It is sometimes necessary to efface pale lines alto- 
gether in order to reduce deep ones sufficiently. In 
that case the pale lines may be etched over again. 

The etcher ought to bear in mind that reduction 
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alters the nature of an etched line in a peculiar 
manner. In an etched line the copper is hol- 
lowed out laterally as well as vertically, so that a 
section of it is like a circle with the upper segment 
removed. When the plate is worn to a certain degree 
you get a section like a semi-circle which prints a 
broader line than the unworn line would give. If you 
wear it down still farther, the line becomes narrower, 
but shallower and paler than it was at first. All 
reduction is apt to make the plate look as if it had 
been worn by over printing. 
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CHAPTER XVIII. 


The Roller. 


THE roller is a cylinder of wood 8} inches long by 4 
inches, with two projecting handles in its axis, each 
of them about an inch thick and 44 inches long. It 
is covered with leather stretched over flannel and 
joined so as to be perfectly cylindrical. It is kept 
suspended in a box by its handles. It is cleaned by 
pouring spike oil over the surface of the leather and 
scraping with an ivory palette knife or paper-cutter. 

The roller was originally invented for laying grounds 
for re-biting, but now artists use it for laying their first 
grounds also, and find it a most precious auxiliary. 

I, PREPARATION OF ETCIIING PASTE. 

Grounds can only be laid with the roller in the 
form of etching paste, which is prepared as follows :— 

Take Bosse’s ground, described in Chapter IIL, 
melt it in a pot which is to be put in a pan of hot 
water, and add to it just enough oil of lavender to 
become, when cool, of the consistency of pomatum. 
Stir well with a glass rod, and let some drops fall on 
a cold slab to ascertain, by their setting, how thick the 
paste is. 

2. CHARGING THE ROLLER. 

Spread some of your etching paste with a palette 
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knife on a pane of glass ; plate glass is best as being 
flatter than the other. If the paste is too thick adda 
little oil of lavender and work it up with the palette 
knife or a muller. 

Pass the roller over the paste until it is evenly 
charged. If there is too much paste on the leather 
roll it over a sheet of clean glass till only a sufficient 
quantity is left. 

If there is too little oil the paste will be sticky and 
stiff—if too much, it will dabble and produce a sort of 
marbling onthe glass. If just as it ought to be, you 
will hear a crisp sound, very easily recognisable, which 
will guide you afterwards. 

3. GROUNDING THE PLATE. 

The plate may be grounded whilst it is cold, which 
is a practical convenience, but after the ground is 
spread, the plate must be heated to expel the oil of 
lavender. Heat it over a spirit lamp till the ground 
looks transparent allover. If you now find that there 
is too much ground on the plate, pass the roller over 
it whilst the copper is warm, and discharge the roller 
by rolling it over a clean cold glass. By this means 
you can obtain a ground of the most extreme tenuity, 
but when grounds are excessively thin they are very 
liable to be injured during the tracing of the plate. 
They have, however, the advantage otf being very 
easily removed by the point, and they protect the 
copper quite as well as thicker grounds. 

4. SMOKING THE GROUND, 

This is done in the ordinary manner, but please 
take note that it must be done whilst the copper is 
still warm and the ground melted upon it. 
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Q. GROUNDING A PLATE TO ADD WORK WITH THE 
NEEDLE. 

You may lay a black ground with the roller so per- 
fectly that it will show all work already existing upon 
the copper quite as well as a transparent ground 
would, 

To do this soas to protect the etched lines perfectly 
you should first apply rather thick etching paste with 
your fingers, just as a printer applies ink for his first 
proof, so as to fill the lines, and then pass thinner 
etching paste over the plate with the roller to cover 
the spaces between the lines. Then smoke. 
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CHAPTER XIX. 


Re-Biting. 


I ALWAYS disliked re-biting when the plate was to be 
covered with the dabber, but since using the roller I 
have found re-biting practicable and safe. 

The plate must first be thoroughly well cleaned with 
petroleum or rectified turpentine, whiting and bread, 
so as to get everything out of the lines. 

You then charge the roller lightly, discharging all 
superfluous paste on a sheet of glass as described in the 
last chapter. 

Mind that your etching paste is not too thin, 
because, if it were, it would get into the lines, and for 
the same reason take care that there is not too much 
of it on the roller. _ 

Remember that your present object is to protect the 
flat unetched spaces of copper everywhere, however 
small they may be, and to leave as many lines as 
possible exposed to the action of the acid, however 
fine they may be. 

In applying the roller to the surface of the copper 
you must not press in the least, as if you did you 
would fill the lines. You must simply push the two 
handles with your thumbs. Roll over the plate once 
in each direction, from top to bottom, from side to side, 
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and from corner to corner, like the red lines in a 
Union Jack. 

The etching ground may be heated to expel the oil 
of lavender, but when so heated it has a tendency to 
witdraw from the edges of the lines. It will dry of 
itself, without heating, in twenty-four hours. 

You protect back and edges well with Japan var- 
nish, of course, and use the same material for the 
protection of all the lines that you do not wish to 
rebite, after which you bite as long as you think 
necessary. i 

As the ground is thin, and not smoked, your mor- 
dant should be slow and not of a kind which attacks 
the lines latterally too much, by ebullition. The Dutch 
mordant is by far the best for rebiting. 
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GHAPTERK 2A. 


Etching from Nature. 


: 

ETCHING is the only kind of engraving which can be 
conveniently done directly from Nature. Some of the 
best modern etchers work from Nature habitually. 

The necessary preparations are simple enough. On 
an excursion of several days the plates may be ready 
grounded and carried in a grooved box such as pho- 
tographers use for their glasses. Or if you are only 
coing out to etch a single plate you may carry it in 
a wooden portfolio made of two light boards with a 
frame between them to keep them from touching. 
The plate is easily fastened to one of these boards by 
two small screws. There is no necessity to bore holes 
in the plate (which would spoil the proofs), it may be 
fastened quite firmly to the board by the heads of the 
screws cniy.* If you use the old negative process 
these preparationsare sufficient; if you employ Haden’s 
process or mine (etching in the acid negatively or 
positively), you will need the drawing board with the 
well (see page 50), and may carry your plate in a 
grooved box.t You must have a little Japan or 
stopping-out varnish with you to re-varnish the edges 


* A simple tray is lighter than a drawing-board, and you may 
fix your plate firmly in its place before starting by pressing lumps 
of modelling wax upon its four corners and spreading the waxa 
little on the wood. 

+ The simplest and most convenient way of carrying a pair 
of negative plates, ready prepared, is this. Place a ball of 
modelling wax the size of a pea on each corner of the plate, upon 
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before you put the plate in the bath, as they will have 
been exposed by friction in the grooves. You need 
not burden yourself with the mordant already made. 
It is enough to have a little case of two stoppered 
bottles, one for the hydrochloric acid and another for 
chlorate of potash. You can get water elsewhere. 

In etching from nature, always make it a rule to 
choose the kind of subjccts best adapted to the art, 
and to yourself. Remember that for vegetation in all 
its forms etching is eminently adapted, and also for 
the picturesque in buildings or in animals and figures. 
On the other hand the art is not so well suited for 
those things in nature which require for the inter- 
pretation the accurate management of very delicate 
tones. If your eye is true, and well-educated, you 
will be able to hit the delicate relations of tone in 
distant mountain scenery, for example, with much 
accuracy in water-colour and in a very short time, but 
with exactly the same artistic ability you will find it 
monstrously difficult in etching. On the other hand, 
you may etch a rich weedy foreground, a group of 
picturesque cottages, a group of trees, or any material 
of that kind, in the most satisfactory manner if you 
are naturally fitted for the art, and have mastered it. 


the grounded side, lay the other plate so that its four corners may 
rest upon the four balls of wax and the two plates be face to face. 
Then press the plates together till the balls uf wax are flattened 
to the shape of cheeses. The plates will now stick together firmly 
enough, but without touching each other, and they will protect 
each other against everything else. Slip them into a bag of 
strong cloth made to fit them like a glove, and you may carry 
them in your pocket as easily as'a pocket-book.. This dispenses 


with boards and boxes, which are unnecessary. 
; iy 
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So in figures you will find it supremely difficult to 
give the modelling of a naked,figure because that 
depends upon ¢ones, but you will find the art perfectly 
well adapted to render a beggar’s tattered dress, or 
the wrinkled face of an old woman, because truth here 
may be effectively expressed by lines. , 

In a word, wherever the line, as such, has great 
expressional value, etching triumphs easily, but where 
nothing can be done without very accurate tonality, 
the technical difficulties are so great that it requires 
years of labour given to this especial art to overcome 
them. 

In working fiom nature remember that shading 
may be made to express a great deal about form when 
it is used ingeniously, quite independently of what is 
expressed by the degree of light or dark it gives. 
The direction of shading is oftenexplanatory of surface. 
For instance, if in shading a thatched roof you make 
your lines go in the same direction as the blades 
of straw, they will explain a good deal about the 
nature of the roof, and if you shade moss with dots 
instead of lines you will suggest the nature of moss, 
because in nature it is always dotted. There are a 
thousand things of this kind which you will find out 
for yourself in working with the view of making your 
lines always as explanatory as you possibly can. One 
tree has its bark strongly marked by longitudinal 
divisions, you may take advantage of these, and make 
them both give darks to your etching and an ex- 
planation of the nature of the tree. Or if, as in the 
birch, the bark strips off horizontally, you may explain 
this fact by the direction of your shading. 
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The great etchers, in the course of their practice, 
have authorised a sort of conventional language of the 
art which every etcher ought to learn, for it is based 
on rational principles, like all that is good in the fine 
arts. For example, if you were etching a sky you 
would naturally use horizontal and not perpendicular 
lines. Why? There are no lines of either kind in 
nature. The great etchers, however, have always used 
horizontal lines for skies, and we continue the tradition 
of this practice, because we can obtain a gradation so 
much more easily across many lines than in the 
direction of one line. It is true that in every sky 
there are two gradations, one from the horizon to the 
zenith, and the other from right to left, or from left to 
right, but the first is by far the stronger and more 
obvious of the two, and therefore the best etchers have 
so arranged their lines as to accomplish that gradation 
the more easily. 

There is not space, in a little handbook, to follow 
out a subject of this kind in detail, but two pieces 
of advice may be given which, if properly followed, 
will make the student’s career a safe one in this respect. 
The first is to make your lines as much as possible 
serve two purposes at the same time, namely that of 
producing darks where darks are needed in your plan 
of chiaroscuro, and that of explaining the nature of 
the thing you are drawing. The second piece of 
advice is, when you have recourse to conventional 
interpretation, always to choose, whenever you. pos- 
sibly can, those conventionalisms which have been 
already used by great etchers in past times, because 
they already constitute a sort of language which is 
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understood by all who have studied the art. Haveno 
fear that by doing this your originality need be 
sacrificed. Do not authors of books use words which 
are conventional signs, and which have been in use 
for centuries, and yet display their originality, when 
they have any, nevertheless? It is wiser to use a sign 
that will be understood by the class to which you 
address yourself than one which will have to be 
learned like a foreign word. Study some really genuine 
etcher, Rembrandt, or Claude, or Vandyke.* and 
learn his language, in which afterwards you may 
express your own ideas with such modifications as 
may be necessary. 

Remember,in working from nature,that much of the 
peculiar valueofa fine etching, much that distinguishes 
it from an engraving by the burin, is its artistic heat 
and vivacity. A co/d etching is a bad etching. Hence, 
when you work from nature, never attempt anything 
that does not really cause you some kind of strong 
artistic emotion, and work only so long as the emotion 
lasts. If your impression has been powerful, and you 
are able to render a powerful impression rapidly, you 
will most likely produce /¢ving work ; but if you are 
only half-interested, and work in a quiet professional 
way to do the day’s labour, without caring much about 
the subject, or much enjoying the art, then the work 
will be dead work and not of the least value. The 
spirit of laborious painters and engravers who give 
infinite time and trouble to the elaboration of one 
effect is a good spirit in their arts, which produce their 


* The portraits before the formal engrayer-like backgrounds 
were added. 
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results by patient ‘accumulation of steadily and scien- 
tifically directed labour, but the state of mind in which 
an artist etches best is that in which he ardently and 
passionately desires to set down a thought whilst it is 
yet most fresh and most vivid. Mr. Haden goes so far 
as to say that an etching ought to be done ina single 
sitting. This is not always possible, but it is wise to 
give only so many sittings as we can go through 
without losing the first impression. Or, you may give 
one sitting direct from nature, and finish afterwards 
in the house to get the work better together, always 
in view of the impression you receive from nature. 
In some respects this plan is better than going to 
nature several times, because if you see the subject on 
different days, when the effects are different, and you 
yourself are in a different temper, there will very likely 
come a sort of confusion over your mind, notas to the 
things you saw (the houses, trees, or what not), but as 
to the unity of impression, which depends quite as 
much upon the temporary effect, and the temporary 
state of your own mind (even upon the book you have 
been reading in the morning, or the letter you have 
received) as upon the material things before you. 
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CHAPTER XXI. 
Etchings to be Studied. 


I HAVE not space to give here anything like a critical 
account of the best etchers, and have already given it 
elsewhere, but a few words as to the study of examples 
may not be out of place, or unnecessary. 

The more study you give to Rembrandt’s work, the 
better your method is likely to become. Noman ever 
loved the art of etching more, or understood it better. 
There are many kinds of imperfections in his plates, 
and it would be easy for any moderately accomplished 
critic to point them out, but in almost every instance 
they are perfect models of technical execution, if you 
take into consideration the time Rembrandt intended 
to give to each. The ‘ Christ Healing the Sick,’ for 
various degrees of finish skilfully united in the same 
plate, the ‘Descent from the Cross by Torchlight, 
and the ‘ Three Crosses,’ for masterly rapid work in 
naked line,and the ‘Death of the Virgin’ for grandeur 
of method everywhere, and perfect use of means, are 
the most notable amongst the sacred subjects. Of 
the “ allegories and fancies,” the ‘Youth surprised by 
Death’ is the most delicate and refined in manner, A 
good many of the beggars are worth careful study, 
especially the one with the large belly. Nearly all 
the portraits are fine, and one of the best pleasures 
of an etcher is to look over any fine set of impressions 
of them. The early portrait of his mother, done at 
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the age of twenty-two, is a model of right workman- 
ship on a small scale, and so are old Haaring, Janus 
Lutma, and the nameless man with the silvery beard 
and the fur cap, on a larger. 

Amongst the landscapes take the ‘ View of Omval’ 
as a model of work with the etching-needle, and the 
‘Landscape with the three Cottages’ as a model of 
work with the dry point. Rembrandt’s knowledge 
of landscape was inferior to that possessed by modern 
landscape painters (no branch of art has advanced so 
much sczentefically, during this century, as landscape), 
but his technical execution, as an etcher, is better than 
modern execution usually is.* 

Ostade’s execution was good and sound in its 
way, but quite simple, lacking the great resources of 
Rembrandt’s. His fame depends more upon his truth 
to peasant life and his clever composition. Paul 
Potter drew beautifully with the point, but does not 
seem evertohave understood sketching, and thoroughly 
good intelligent sketching is the foundation of great 
etching. Study the ‘Bull’ and the three etchings of 
Horses. 


* Tf the reader has not access to original etchings by Rem- 
brandt he is warned not to trust much to the photographs from 
them. No etching in which the resources of the art are called 
into play can possibly be photograrhed. The photographs are 
nothing bu reminders for students who know the originals. 
Study Flameng’s small and precious copies in Charles Blanc’s 
catalogue rather. M. Amand-Durand’s Aélogravures may be 
recommended heartily. They are real etchings, done with the 
help of photography, and come very near the originals. They 
are sometimes overbittcn. 
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Study everythingof Vandyke’s with scrupulous care. 
You may learn a good deal in landscape etching from 
Waterloo and Weirotter. Weirotter attained remark- 
able truth of tonality, which is not common, and he 
attained it by quite simple means. 

Some of Canaletti’s etchings are worth studying. 
The best of them is ‘La Torre di Malghera,’ chiefly to 
be recommended for general luminousness and for the 
clever execution of the buildings. 

Amongst Frenchmen Claude is the best landscape 
etcher of past days, and Lalanne the best of the 
present day. Claude had a wonderful tenderness in 
handling, and got extraordinary delicate tones, very 
perfect in gradation. The ‘Herdsman’ and the ‘Sunset’ 
are the two most perfect of Claude’s plates. Boissieu 
was very clever, too, in getting delicate and accurate 
tones, and in imitating objects; follow him in his 
truth of tone, but not in his deceptive imitation. 
Méryon’s etchings of architecture are the best ex- 
amples in the world of the treatment of architecture, 
which is not ruinous, in artistic etching. The skill 
with which he could draw one clear unhesitating line, 
full of life from beginning to end, and yet as accurate 
as was compatible with the expression of artistic 
feeling, has never been equalled in the art. He used 
to etch from nature standing, and holding the plate in 
his left hand, which held at the same time a small 
mirror to reverse the subject.* Then he drew the 


* In etching from nature, if you wish the proofs of your plate 
to appear topographically true, you must of course use the mirror 
to counteract the reversing in the printing, 
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lines on his plate, quite steadily and firmly, yet 
without erring either on the side of carelessness of 
form or forgetfulness of feeling. Feats of this kind, 
which were performed by Méryon without any idea of 
display, and were known only to one or two artists 
who had seen him at work by accident, are as as- 
tonishing as the feats of Paganini on the violin. 

Lalanne is an etcher of uncommon ability techni- 
cally, and of the most graceful and elegant taste. The 
‘Vue prise du Pont St. Michel’ is on the whole, I 
think, the most perfect of all his works, the kind and 
quantity of labour given being everywhere settled 
beforehand with such perfect judgment. There is not 
a line too much, and the drawing is neither too rigid 
nor too free. No one but a most accomplished artist 
could etch such a work as this, because drawing of 
this kind must come right at once, or the failure is 
evident. ve 

Jules Jacquemart was a man of the most con- 
summate natural ability, and he brought the art toa 
degree of imitative perfection which it never before 
attained. His works combine the accuracy and cer- 
tainty of the most accomplished modern engraving, 
with the artistic liberty of the true etchers. All 
those things which the ignorant affirm to be im- 
possible in etching, Jacquemart ad, and did trium- 
phantly well. You may therefore go to his works 
as proofs of what can be done in the art, and you 
will derive from them this lesson, that whenever you 
fail the fault lies in your own unskilfulness, and not 
in any defect of the process. On the other hand, 
you need not hope ever to rival Jacquemart on his 
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own ground unless you give the whole of your time to 
the art, and are an uncommonly clever artist to begin 
with. To any one who did not give his wole time 
to etching, whether painter or not, such work as 
Jacquemart’s is every bit as impossible as Robinson’s 
engraving with the burin. Even Rembrandt himself 
could not have approached it on its own ground. It 
will do you good to study it, however, because you 
will hear much nonsense to the effect that etching 
cannot do this thing and cannot do that, which a 
knowledge of Jacquemart’s work will enable you to 
estimate at its true value. 

Charles Jacque is well worth studying too, and is a 
real master, knowing the art better than any other 
living painter ; but since he has made experiments in 
different directions, most of them successful experi- 
ments, it is necessary to know a good deal about his 
works to form a correct general idea of him. Study 
rather his interpretative work, which looks somewhat 
rough, than his imitative work, which looks highly 
“ finished.” 

Appian is one of the sweetest and best of living 
etchers, artistic and sensitive in a very high degree, 
and able to reach remarkable truth of tone. He is a 
delightful painter, and carries more of his painting 
into his etching than artists generally do. The unity, 
breadth and keeping of his execution are beyond 
praise. 

Lastly, amongst modern Frenchmen, let me recom- 
mend Veyrassat, who is one of the very best of them 
all. There caz be nothing better of that kind than 
his little etchings of horses. The perfect taste of the 
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execution theperfectly artistic manner in which every- 
thing is given up to the right point and never beyond 
it, the simplicity of purpose, the absence of affectation, 
theabsence of all thought of displaying the great stores 
of knowledge, without which work of this kind would 
not be possible to any one, are as admirable as, unfor- 
tunately, they are rare. The student will do well, 
however, to remember that work of this kind is in a 
high degree deceptive. It looks as simple and natural 
as an egg or a gooseberry, yet you can no more make 
it than you can make eggs and gooseberries, only you 
fancy you can, because it is a human product, 

Of Englishmen Turner was a magnificent etcher in 
pure line, but his work is not so instructive as it might 
have been, because he looked to an after-process of 
mezzotint to complete the effect. Wilkie was a very 
excellent etcher, though he did not etch much. His 
plate of ‘the Pope examining a Censer’ is one of the 
most masterly plates in existence. 

Amongst living men Whistler may be cited as an 
etcher of rare quality in one important respect, the 
management of line, but his etchings owe much of the 
strange charm which they possess to a Chinese disdain 
of tonic values, and toa wayward caprice, loving detail 
here and scorning it there, which, being strictly per- 
sonal, can only be of use as an example in one sense, 
that it shows how valuable in the art is a genuine 
personal feeling. Whistler is an admirably delicate 
draughtsman when he likes; there are passages in 
his etchings which are as striking in their way as 
feats of execution, as the most wonderful passages of 


Méryon. 
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Mr. Haden, an eminent London surgeon, is of all 
living English etchers the one who has been most 
faithful to the principles of the art. Though an ama- 
teur, he is really also an artist, and a master-artist. 
He is a pupil of Rembrandt, and having allied much 
of what was best in Rembrandt’s very fine and genuine 
technical manner to the modern knowledge of land- 
scape, has produced work of quite a surprising quality. 
The excellence of it may be accounted for partly by 
the fact that Mr. Haden had always been in the habit 
of using drawing as an auxiliary in the study of 
anatomy, and that when he took to etching he was 
obliged to abandon the exercise of his profession for 
years in order to recruit his health, these years being 
employed chiefly in this particular art. The student 
cannot have a better model than Haden with reference 
to the technical use of line ; but a student who at- 
tempted to produce, out of a spirit of mere imitation, 
anything resembling what Haden did in hours of strong 
and genuine feeling would probably fail ridiculously. 
There is much in Haden’s work which it would not do 
to set as a model before boys any more than you would 
give them some strongly individual autograph to copy 
if they were learning to write, but his scribblings and 
scrawlings and scratchings are always right where he 
puts them, right for him, and in their right place. 

The other English etchers are not generally to be 
recommended as examples of the most genuine work 
in the art, because, for the most part, they have set 
themselves to get painters’ results or engravers’ results 
rather than the special qualities of etching. For 
example, it is clear that the real teachers of Creswick 
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were not the great etchers but the modern vignette 
engravers, and it is clear that the real aim of Samuel 
Palmer and Hook is to get as much as possible of the 
effect of their own pictures in water or oil. In these 
aims the modern English etchers have often succeeded 
very admirably indeed. Creswick’s plates were charm- 
ing; of Samuel Palmer’s I know not how to say things 
beautiful enough to do justice to their beauty,so tender 
and full of feelingare they, and rich with such affluence 
of thought. Hook can paint with the point very 
exquisitely. (See his wonderful plate of ‘ The Egg 
Gatherer.’) Frederick Tayler, as in the hunting scene 
in the ‘ Songs of Shakespeare,’ (“‘ What shall he have 
who killed the deer ?”), pushed the craft of modern 
etching to its utmost possible limit. 

But although these etchers, and others of the same 
school, have produced works which we cannot help 
admiring in their way, it is better not to imitate them, 
because they have led the art out of its natural and 
peculiar path. Itis useless to employ an etching needle 
if we are not to avail ourselves of its superiorities. 
Etching is, like violin playing, capable of imitating 
other arts, andasa mutter of curiosity it is interesting 
tosee an etching whichislikean engraving and another 
which is like a mezzotint, and a third which is almost 
like a painting ; just as it is amusing to hear a clever 
violinist imitate a hurdy-gurdy, or a flute, or a canary 
bird. But if we heard nothing else but these imitations 
we might be inclined to say, “ Well, this is really very 
wonderful, but now, suppose the violinist were to 
imitate a violin?” As the violin is the great expres- 
sional instrument in music, so is the etching-needle 
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the great expressional instrument in engraving, and 
to abandon its superiorities in order to aim at the 
qualities of other arts, is unwise, because the loss is 
creater than the gain.* 


* In the first edition of this work I said that the delight- 
fulnessofSamuel Palmer’s work might be preserved in mezzotint. 
This did not sufficiently take into account the value and impor- 
tance of the line-work in his etchings. The truth is that they 
have much of the quality of mezzotints but at least equally the 
quality of line etchings along with that. 

I take this opportunity of adding that few modern dry points 
are equal to those of Mr. Heywood Hardy, taken chiefly from 
subjects of animals. He uses the sharp point, and expresses 
with it a rare knowledge of animal nature, with a rare degree of 
technical skill. 


CHAPTER XXIL 
Mies lraming ol an Etcher. 


WITH few exceptions, etchers of high rank have 
hitherto been distinguished painters, to begin with. 
Still it is clear that although an etcher ought to know 
the effect of colour in black and white, he need not be 
a colourist. Again, as the etching-needle is a very 
different instrument from the brush, it does not seem 
absolutely necessary that an etcher should be able to 
used the brush in order to master the needle. What is 
absolutely essential is that he should be an artist 
before he uses the needle, that he should have studied 
drawing, and light and shade, and composition in 
some other art, either with the brush or the crayon or 
the pencil, in water-colour, oil, chalk, charcoal or 
anything out of itself. 

But why, to learn etching, is etching itself the art 
most to be excluded ? 

Because, in etching, there is no immediate com- 
parison possible between the model you are studying 
and the line you are making, so that study from 
nature is not so beneficial in etching as in other arts, 
Even in my positive process the /fud/ effect of what 
you do is not visible at once, as it is in pen-drawing, 
forexample. To study beneficially, you ought to use 
some process which allows of incessant comparison. 

Pen-drawing is very good, but it should be pen- 
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drawing of a comprehensive kind, not mere outline 
only, but taking account of everything, including 
effect, and always on pure principles of sketching, 
however far the sketch may be carried. If you cannot 
sketch you cannot etch. And let me observe that 
the vulgar notion about the facility of sketching is a 
delusion. Only the best artists can sketch really well. 
A sketch differs from what is vulgarly considered 
finished work, in always acknowledging that there is 
much beyond what it has recorded, in avowing this 
quite frankly in the manner of work. To put the 
matter plainly, any drawing, painting, or etching by 
Rembrandt, Rubens, or Turner (and many others of 
the best men), however far it may -be carried, always 
confesses that it might have been carried farther, and 
though stating some things very plainly, leaves many 
other things in the stage of mere suggestions. But 
the artists who do not sketch only give you what they 
can finish, hinting at nothing that they cannot quite 
clearly express, saying what they can say clearly, but 
being silent about what they have not knowledge or 
leisure to explain. An etcher, therefore, when he 
works in other arts as a training for his own, ought to 
avoid these latter methods of work, because etching 
ought to be not only explanatory of what can be 
explained, but suggestive of much that cannot be 
explained. 

If I had to train a pupil for etching, especially, I 
would teach him first to make a good comprehensive 
pen-drawing, no more imitative of any kind of en- 
graving than my hand-writing as I scribble these 
pages is imitative of a visiting card, but marking in 
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an honest artistic way the black spaces and the white 
spaces, and the dots, and shapes, and shades of all 
kinds, which occur in any fortuitous assemblage of 
natural objects. _ In this way he should make sketches, 
but very careful sketches, that is studies made in a 
limited time, but hinting at or suggesting much more 
than could be quite legibly expressed in the time, of 
men and plants and animals of all kinds, but not of 
distant landscape, for which this sort of work is of 
little use. But as the tonality of pen sketches is 
hardly ever very complete, the pupil should make 
drawings in sepia, or burnt umber, with a brush for 
the special study of tonality, and he should make 
many of these, giving on the whole about as much 
time to them as to the pen sketches. 

These two things, the pen study for line, and the 
sepia study for values of light and dark, are sufficient 
if properly done, and enough done, to educate an 
etcher. Lalanne makes a great many charcoal draw- 
ings ; he does them very admirably and very fast, and 
gets in this way studies both of form and light and 
shade in the same drawing. It is a very good plan 
also, but I think on the whole the other, that I have 
just described, is a better plan for most men, as it 
separates the two aims of the etcher, linear expression, 
and tonality.* 

When you have gone through a great deal of hard 
study with pen and brush, etch some simple subject, 
to begin with, from nature, by my positive process, 
and another subject by the old negative process, and 


* Pen drawings with charcoal over them have much of the 


quality of etching combined with mezzotint. 
G 
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giving each a fair trial. Amuse yourself for a while 
in trying the different processes described in this book, 
and if you feel a decided preference for one or the 
other, have faith in your preference, for it is suggested 
by your own mental constitution, and practise your 
own process steadily till you succeed in it, both from 
nature and in the etching-room, You will have many 
a hard battle, many an hour of mortification, but let 
me tell you that all good etchers have passed through 
these ordeals, and been dirty with charcoal and oil 
and printing-ink, and burnt their skin with acid, and 
spent hours and days in rubbing and scraping and 
correcting, often with no immediate result except 
utter disappointment. Correct plates a little, but if 
they do not come right with a reasonable amount 
of effort and pains, have them repolished, and etch 
something else upon them. You will advance better 
by doing fresh subjects than by wasting time in trying 
to cure your incurables. Imitate nature in this as in 
everything. She does not trouble herself about curing 
incurables, but sends fresh healthy babies every day 
into the world to replace them; she leaves the uprooted 
tree to rot where it lies, but all around it the twin- 
leaved younglings sprout from their cotyledons. Etch 
many plates innocently and happily, not troubling 
yourself in the least about what any friends or the 
public may think about them; then select a few of 
the best and liveliest of these to be printed, and 
send the rest unhesitatingly to the planer. 
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CHAPTER XXIII; 
Printing. 


THE reader will find, as he goes into the matter, that 
the printing of etchings is a subject upon which there 
are very different opinions. It would be very easy to 
write a volume about it, but as the essential character- 
istic of a handbook is brevity, I must confine myself 
to what can be said in a few words. 

My own doctrine about the matter, which has some- 
times been misrepresented, iscontainedin the following 
sentence, printed in italics, 

That kind of printing ts best which for each plate 
best helps to express the intention of the artist. 

Here is the doctrine in its most concise form, but to 
prevent any possible misapprehension I will state it 
rather more at length. 

The printer, in my estimate, is far more than a 
machine, he is or ought to be an intelligent fellow- 
worker who understands the intentions of the artist, 
and assists in carrying them out. 

Writers who are ignorant of the subject, zametimes 
assert that the printer does this by making a sort of 
picture in printing ink on the plate which does not 
exist in the etched work in the copper. The truth is 
that the intentions of the artist may be quite different 
in different plates, that he may be best aided in one 
instance by simple printing, and best aided in another 
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by artificial printing. There can be no general rule, 
except that every etching should be printed as the 
artist himself directs. 

Now let me explain how simpleandartificial printing 
differ. 

All intaglio engraving, which includes etching, is 
printed by filling up the lines with ink, and wiping the 
ink more or less from the polished surface of the metal 
between the lines. The paper is then forced zzfo the 
lines by enormous pressure and actually moulded. It 
fetches up the ink out of the lines. The wiping is 
done with printers’ muslin or canvas which clears 
away the ink from the metal surface without emptying 
the lines. 

Now, if you want a very simple proof to show you 
the state of the lines themselves, you clean still further 
the spaces between the lines by passing the palm of 
your hand, lightly charged with whitening, over the 
whole plate. This cleans the polished surface perfectly, 
and you get a dry and hard proof like a visiting card, 
which shows you exactly what the lines are. Whilst 
a plate is in progress, the artist should always take 
proofs of this kind to see where he is, but they are 
seldom very agreeable proofs to look at, because they 
are hard and cold. 

The artist’s original intentions may often be better 
carried out by printing which is more or less artificial, 
or “artistic,” as it is sometimes called in opposition to 
the hard “natural” printing just described. 

In “artistic” printing the plate is treated in various 
ways so as to help its expression and add to its charm, 
The kind of treatment differs with each plate. 
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Sometimes the copper is cleaned with the muslin 
or canvas only, without using the hand. This leaves 
a tint over the surface and the lines look softer. 

Sometimes the copper is cleaned more in one part 
than in another, so as to leave the surface tinted with 
thin ink in one part and clearer in another. 

Sometimes the copper is first well cleaned all over, 
and then, to prevent hardness and to increase the 
blackness of the lines, the ink is partially pumped up 
out of them by passing a very soft fine muslin rag 
lightly over the surface. This is called retroussage — 
there is no English word for it. It makes the plate 
look as if it had been more deeply bitten. 

Artificial printing may be carried extremely far. 
It has sometimes happened that for a single proof, an 
artist has amused himself by elaborately constructing 
a pictorial effect on the copper in printing-ink. Itcan 
be done, but for ordinary practical purposes, the limits 
of artificial printing are soon reached. 

Many plates are now executed (I could mention 
specially some by Flameng, Waltner and David Law), 
with a view from the beginning to artificial printing. 
There is no harm in this provided that they get into 
the hands of intelligent printers who carry out the 
artist’s intentions, but if by accident such plates fell 
into the hands of unintelligent workmen, the results 
would be fearful to contemplate. 

The safest way is to etch so as to leave a minimum 
of work to the printer. 

Nevertheless, all absolutely hard and dry printing 
is generally disagreeable to the eye from its very hard- 
ness, and consequently those plates produce the best 
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general results which are not so overcharged with work 
that the printer may not at least print rather softly 
and leave a slight tint of ink. 

Two plates in the present edition of this work have 
been printed twice over to show the difference between 
one kind of printing and another. 

The first and lighter print of Plate III. is not a bad 
impression, but in the second a tint of ink has been 
purposely left upon the water which adds a natural 
truth, since in nature, water (with rare exceptions) is 
darker than the things which it reflects. 

The first print of plate IV. is a hard and dry im- 
pression like an early proof (plate wiped with the 
hand) taken to see what is exactly the state of the 
lines. Tue second print (plate wiped with canvas) is 
richer and softer without being at all overcharged with 
ink, and having a more artistic appearance, it suits the 
taste of an artist better. 

These brief hints may put the student in the right 
direction, but if he wants to print he should see a 
printer at work. Any ordinary copper-plate printer 
can give one or two first lessons, but such printers only 
produce dry and hard impressions and do not under- 
stand the treatment of an etching. The plate is laid 
upon a plate warmer and heated till it is as hot as the 
hand can pleasantly bear, this enables the thick ink to 
get into the lines. 

The plate-warmer may be of sheet or cast iron, 
heated by anything which will keep up an equal tem- 
perature. Gas is best, in its absence any kind of lamp 


will answer the purpose. French printers commonly 
use charcoal under ashes. 
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The paper must be thoroughly softened by having 
been wet for sometime, but though damp all through 
it should not be zet when used. 

Proofs are best dried by hanging them on a string 
or a clean pole, they are made to lie flat by being 
pressed when nearly dry for twenty-four hours, between 
soft thick mill boards changed three times. 

When proofs have been taken from a plate, the 
copper must be thoroughly cleaned with a brush and 
turpentine going into every line. If ink is left to 
harden it is difficult to get it out again. 

Three or four soft cloths are put between the plate 
and the roller of the press in printing. It is essential 
that these should be kept soft and renewed when too 
hard. 

Printing ink is made fresh every day by good pro- 
fessional printers, but it is troublesome to make, and 
the amateur can generally do little more then renew 
his supplies frequently. The oil for printing ink is 
thickened by burning, and if an amateur wishes to 
make his own ink he can do it best by procuring the 
oil ready prepared, and then mixing it with Frankfort 
black with a muller as if it were thick black paint. 
When the ink is too thick it can be thinned with a 
little drying oil. 

The pleasantest paper is moderately sized. Un- 
sized paper is better than that which is excessively 
sized. Rather rough papers which show the wire-mark 
are preferred to smooth ones because the pressure 
always makes them smooth upon the copper, and then 
the rough margin makes a pleasant contrast. Quite 
white papers are not much liked because they do not 
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sustain an etching well, and when papers are too deeply 
toned, they put out all the high lights. The pleasantest 
papers have a creamy but not too yellow tone. The 
best papers which I have ever bought in large quan- 
tities for my publications have been supplied by Messrs. 
Morel, Bercioux & Co., of 30, Rue Mazarin, Paris. 
They supplied a paper for the illustrations to the third 
edition of Etching and Etchers, which all the four 
different printers delighted in. On the other hand I 
have sometimes received vigorous protests from prin- 
ters about papers supplied by makers of the highest 
reputation. The paper used for the illustrations in this 
edition was made by the firm just mentioned and is 
excellent. The mere appearance of a paper is hardly 
any guide, the practical test of it is to print an edition. 
Beautiful but bad papers are the torment of printers. 
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CHAPTER XXIV, 


some Notes on Etching Tools. 


_I HAVE already spoken of the etching-needle else- 
where. It is best to have it heavy, and all in one 
piece. The etching-needles usually sold are fixed in 
wooden handles, and become shaky after hard dry- 
point work. Only have your needle cut to a very 
acute angle (as a mechanical draughtsman cuts a 
pencil), or else you will find that the thick iron pre- 
vents you often from seeing your lines properly. 

When practising the old process it is convenient to 
have a hand-vice with a wooden handle, as a hand- 
vice all of metal sometimes becomes inconveniently 
hot ; but this is a mere luxury. 

A matter of very great consequence indeed is to 
learn how to sharpen your dry point properly for dry- 
point work. It ought to have a short cutting edge, 
rounded, but cutting not pointed. When once you 
have drawn a good dry-point line on the copper, and 
felt the peculiar feeling in the hand which there is 
when the tool takes to the copper kindly, examine 
the point of it with a microscope, and you will see a 
rounded cutting edge, which (on a very tiny scale) 
resembles the rounded knife that saddlers use for 
cutting leather. When once you have seen it (and 
felt it in working) you will be able afterwards to 
sharpen it in that way. 
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As for the etching-needles you will sharpen them, or 
make them blunt, exactly as you require them to be. 

The scrapers ought always to be kept as sharp as 
possible. If their edges get broken or blunted they 
will scratch the copper, and then the task is simply 
endless. You use the scraper to remove scratches; it 
makes fresh scratches, you use it again to remove 
these; it makes fresh ones, and so on ad zufinttum. 

The burnisher is used to crush inequalities in the 
copper and produce a smooth surface. If the reader 
uses it he must keep it in a state of the highest possible 
polish, as everything depends uponthat. The way to 
keep a burnishet polished is to have a slip of deal about 
six inches long, with a groove cut in it with a very 
small gouge. Then you rub your burnisher to and fro 
in this little groove, and that keeps it in proper 
condition. 


Norr:—With regard to the sharpening of the dry point I find 
that Mr. Heywood Hardy, whose dry points are excellent, 
sharpens the tool to a simple point without a cutting edge. 
Everything depends upon personal tastes and habits in these 
matters. 
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CHAPTER XXV, 


The~Tllustrations. 


PLATE I, ' 


OLD NEGATIVE PROCESS. PLATEIN A FIRST STATE. 


There were three stoppings-out, and then the plate 
was Cleaned and re-grounded, this time with a trans- 
parent ground, in which were drawn the lines of the 
sky and distance. The difference in value of dark 
between the large tree-trunk and the more distant 
trunk to the left is caused by the fact that the paler 
one was protected by Japan varnish, whilst the other 
continued exposed to the action of the acid. 

But a plate in this state cannot be considered 
finished. The leafage, for example, is in a good state 
of preparation for future work, but no more, and the 
ends of the branches are purposely left fragmentary 
to leave space for foliage yet to be drawn ; it would be 
desirable, also, to throw a tint over the distance, a pale 
tint in fine lines very close to each other. The fore- 
ground, too, requires some vigorous work to sustain 
the dark trunk of the beech tree, which greatly wants 
a basis, as it has a look of being suspended in the air, 
and this foreground, under the effect of the light, 
ought to tell as a dark against the sky, Now all 
these improvements may be added in subsequent 
states of the plate by using transparent grounds and 
frequent stoppings-out. 
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PLATE IL 


OLD NEGATIVE PROCESS, FOUR BITINGS, RE- 
TOUCHED WITH DRY POINT. 


This plate is carried farther than the preceding one, 
and there is but little work in it at the stage of mere 
preparation. We have an instance here of a facility 
which was convenient in the old negative process, 
that of stopping-out. before the first biting began. 
The reader will observe a few little twigs in front 
of the great trunk under the gnarled branch. These 
twigs have a light side, but this light side was not 
reserved in shading the trunk, it was stopped-out 
afterwards before the first biting. 

There are differences in tonic value between the 
branches themselves; this is due to subsequent 
stoppings-out. The bit of grass at the tree’s foot 
is pure dry-point. It would have been possible, of 
course, to add a tint of sky in pure dry-point with the 
bur removed, behind the branches ; but this is merely 
a study of a tree-trunk, 
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PLALE, Iii. 


SKETCH IN ONE SITTING BY THE AUTHOR’S 
POSITIVE PROCESS. 


In a sketch in one sitting it is not possible to have 
any very accurate definition of form, on account of the 
time at your disposal, but you must pay attention to 
the tonic values of the various parts of your com- 
position. If your time has been properly calculated, 
the tonality will come right of itself in the positive 
process. Observe, for instance, in this plate, the dif- 
ference in value between the iris and the alder-bush to 
the right, and the bushes and bank to the left, on the 
other side of the stream. Again, observe the difference 
between the bank and the distant trees, and between 
the nearest of those trees and the hill behind it. All 
these differences both in the depth and thickness of 
the lines were due simply to the time of biting, as the 
needle employed was the same for all of them, and 
the hand-pressure precisely equal everywhere. 

I may add that I had one of my miniature presses 
with me at the riverside, and that, within a few minutes 
after the removal of the plate from the bath, I had 
taken a proof of it, there, on the grassy bank, 
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PLATE AV: 


ETCIIING IN TWo SITTINGS BY TIE AUTHOR’S 
POSITIVE PROCESS. 


In this plate the reader is invited to observe, first, 
the perfect soundness of the ground, which is not 
pitted anywhere, notwithstanding its extreme tenuity, 
and secondly the immense utility of the enlargement 
of the line. For without that enlargement, the vigorous 
lines in the foreground would have been as thin as 
those of the little bush in the extreme distance. 
Again, you will perceive that the later and thinner 
lines have been used frequently as a glaze over spaces 
already mapped out by strong indications, such as the 
roof and eaves of the hut, the arch of the well, the 
little rustic gate, &c. It is one of the great advantages 
of the positive process to be able to throw a light 
tint in this way over a skeleton of firm lines without 
being obliged to ground the plate over again. In the 
old negative process, to do this you had to lay a fresh 
ground, which had to be either black or transparent. 
If it was black, none but the stronger lines already 
done remained clearly visible, whereas if it was trans- 
parent the lines to be added as a glaze would not be 
visible to you whilst you were drawing them. In the 
positive process this kind of glazing is as convenient 
as the rest of the work, and causes no interruption 
of any kind, 
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Although this plate was €xecuted in two sittings, it 
was not grounded twice. In large elaborate plates 
the sittings may be renewed as often as you please, 
on condition of removing the ground and laying a 
fresh one over the whole plate after every six hours 
of labour in the bath. ~ 

A friend wrote to me the other day and said that 
he supposed the positive process would be useful only 
for simple subjects; he had seen a plate by Bracque- 
mond which had been bitten sixty times. Bracque- 
mond, in using the old negative process, stopped-out 
sixty times, in order to get sixty degrees of depth in 
his lines. Buta plate etched positively in the bath, 
although no stopping-out is used, passes from dark 
to pale even more gradually than that, in fact, without 
any steps at all. The continuous bath is equal to 
sixty bitings, if you will, or to sixty thousand, 
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CHAPTER ALY. 
Of Finish in Etching. 


IT may be well to conclude with a tew words about 
finish, which is not very generally understood. In 
etching it does not consist in the multiplicity of lines. 
People imagine, when they see few lines, that the 
work is unfinished, but when they see evidence of 
great labour, in many strokes of the needle, they 
praise the work for its high finish. But the true finish 
lies tn the intensity and successfudness of the mental act, 
and that may be proved quite as much by selection 
and omission as by hand-labour. Always endeavour, 
in etching, to express your thoughts in as few lines as 
may be, and to put as much meaning into each of 
those few lines as it can possibly be made to convey. 
The real finish in etching resides there. Finish as the 
best poets finish their landscape descriptions, where 
there is not a word too much, and every syllable tells.* 


*Two opposite kinds of false finish prevail in the contemporary 
English and French schools of etching. In England, etchers 
usually finish falsely by the multiplicity of lines which have little 
meaning; in France, on the other hand, they finish falsely by 
the meaningless impudence of what ought to be the capztad, or 
most expressive lines. We are not in great danger from bad 
French etching, as its insolence is seen at a glance, and esteemed 
atits true value. Our danger lies in the other direction, that of © 
laborious, rather than indolent, meaninglessness. 


er! 


CHAPTER XXVII. 
Specks and Rotten Lines. 


IN the old negative process specks and rotten lines 
occur rather frequently, even in plates by the greatest 
masters. The great masters were rather tolerant of 
them, looking to expression always, and forgiving 
themselves these technical blemishes. Specks occur 
when the ground is porous, and rotten lines when the 
ground has not been entirely and clearly removed by 
the needle in its passage upon the copper. To avoid 
them, pay great attention to the chemical quality of 
your ground, to its degree of hardness, and to the 
regularity of your hand pressure when at work. The 
way you smoke the ground, in the old negative process, 
may have a good deal to do with it. It is one of the 
many advantages of my positive process that neither 
specks nor rotten lines. occur in it, the perfection of 
the wax ground, applied equally in solution and not 
afterwards endangered by smoking, insures you 
against specks, whilst rotten lines are effectually 
prevented by the sharpness of the needle which is used 
for thick and thin lines alike. 


THE END. 


CHARLES ROBERSON & CO’S 
IMPROVED PRINTING PRESS. 


Press to take Impressions, 10 in, by 7 in. £4 4s, 
Ditto ditto 14 in. by 9in. £6 6s. 
Including Blanket and Cloth. 
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ETCHING ON HOLOGLYPHIC PLATES. 


A new method of producing Autographic Pictures by means of 
Etching, without Acids. 


These Special Plates are worked upon as in “ Dry Point Etching,” 
and Proofs printed from them. 
Any size can be made to order, 


HOLOGLYPHIC PLATES. 


Each—33 in. by 24 in., 4d. ; 42 in. by 22 in., 6d.; 5in. by 37 in., 8d. ; 
6 in. by Pier) "10d. ; 8in. by Bins, ts 6d. 


PLASTER CASTS. 


Hands and Feet, 2s. each; Masks, 4s. each; Figures, 7s. 6d. to 15s. 
All varieties to order. 


ETCHING & COPPER-PLATE PRINTING MATERIALS. 


pas Sats 

Etching Needles 0 61 India Rubber Finger Stalls 
Handles for ditto © 6 pair 0 9 
Needles fixed in handles 1 6 | Bordering Wax per stick 1 0 
Dry point ditto, ditto 1 6 | India paper per sheet 1 0 

Needles, all steel 1 U | Imitation ditto, White or 
Ditto, double Ends.. us Toned 0 8 
Set of Bema Or 04 Needles Japanese Paper 3d.& 0 6 

with Holder 4 6 | Dutch Paper, Van Gelder’s 
Steel Burnishers 1/6 & 2.6 4d.&0 6 
Ditto, Wilkie pattern 3 0 | Plate Paper, White orToned 0 8 
Steel ‘Scrapers : 2 6] Tracing Paper 4d.&0 6 
Ditto, Wilkie pattern 3 0 | Gelatine do. per sheet 1/-,1/6& 2 0 
Gravers and Handles 1 0; Red Chalk Transfer Paper 0 6 
Handvices, with Handles Blotting Paper per quire 2 0 
each 3 6 | Printing Ink, Black bottle 1 0 
Etching Ground per ball 1 0 | Ditto Brown ditto 1 6 
Ditto, Liquid per bottle 1 0 | Reducing Oil = pment le: 
Ditto, Transparent per ball 1 0 | Dabbers. Silk each 1/-& 1 6 
Ditto, ditto, Liquid per bot. 1 0 | Ditto Leather each 1/-&1 6 
Ditto Paste ... . ditto 1 0 | Emery Paper per sheet 0 2 
Stopping Out Varnish ditto 1 0 | Emery Powder per bottle 0 6 
Transparent ditto ditto 1 0 | Tripoli Powder . dite Oss 
Spirit Lamps each 1/6 & 2 0 | Charcoal, Vine & Willow doz. 1 0 
Tapers each 0 6 | Palette Knives from 0 8 
Sharpening Stones, 1/6, 2/6& 3 6 
Porcelain Baths, 8 by 6, 1/6; 9 by 7, 2/- ; 10 by 8, 2/6; i1 by 9, 3/-; 

12 by 10, 5/—; 14 by 12, 7/-. 
Trays for ditto, with Rest, from 5/- each. 
aS Roller, &c., complete in box, 18/-. 
Copper Plates, 34 by 2h = tt by rat ny ; 5 by 33, 1/6; 6 by 4, 2/-; 
or 5, 3)-3 8 by 6, 4/-. 

Zinc Plates, 34 by 24, af 44 by 2% he 5 by 34, 1/-; 6 by 4, 1/6. 


Plates with bevelled edges extra ; any size made to order. 


Boxes to hold 6 Copper Plates, from 2/— each, 
Diamond Points for Etching, 21/-, 25/- & 30/- each. 


Copper Plates prepared with Etching Ground to order. 


prepared for Mezzotint. 
Boxes of Etching Materials, 21/-, 31/6, & 42/-. 


Cases of Materials, complete, with Printing Press 6 
and d£10° 10s. each. 5 Bigs 


Copper Plates 


GAEALOGUE 


MATERIALS ror DRAWING, 
PAINTING, &c. 


CHARLES ROBERSON & CO., 
Artists’ Colour Makers, 
No. 99, LONG ACRE & 194, PICCADILLY, 
LONDON. 


DEPOT IN PARIS: 26, RUE CHAPTAL. 


CHARLES ROBERSON & CO., 


CHARLES ROBERSON & CO,’s 


WATER COLOURS, 
Prepared in Cakes and Half Cakes ; Moist, in Pans and Half Pans. 


1s. each. 


99.LONG ACRE LONDON 


Antwerp Blue 
Bistre 

Blue Black 
Brown Ochre 


! Brown Pink 


Brown Red 
Burnt Siena 
Burnt Umber 
Caledonian Brown 
Charcoal Grey 
Chinese White 
Chrome Yellow 
Chrome, Deep 
Cologne Earth 
Constant White 
Dragon’s Blood 
Emerald Green 
Flake White 


| Gamboge 


Golden Ochre 


Jaune Brillant 
King’s Yellow 
Lamp Black 
Light Red 
Mineral Grey 
New Blue 
Naples Yellow 
Neutral Tint 
Olive Green 
Orange Chrome 
Payne’s Grey 
Prussian Green 
Prussian Blue 
Purple 

Raw Siena 
Raw Umber 
Red Lead 
Roman Ochre 
Sap Green 
Terre Verte 


Hooker's Green, No, 1 Vandyke Brown 
Hooker’s Green, No. 2 Venetian Red 


Indigo 

Indian Red 
Italian Pink 
Ivory Black 


Verditer 
Vermilion 
Yellow Ochre 
Yellow Lake 


Half Cakes. 


6d. each. 


Any of the Colours named in this or next page may be had in 
Tubes, “Slow Drying,” for use in hot climates. 
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MOIST WATER COLOURS 
IN CHINA PANS. 

Whole Pans. Half Pans. 
EACH, Continued. EACH. 
21s. Genuine Ultramarine 10s. 6d. 

Ultramarine Ash Purple Madder, 
5s. Madder Carmine extra quality 2s. 6d. 
Smalt 
Aureolin Madder Red 
Burnt Carmine Madder Lake 
Carmine Mars Violet 
Crimson Madder Malachite Green 
Deep Rose Madder Mutrie Yellow 
French Ultramarine, Pink Madder 
3s. extra fine Rose Dorée 1s. 6d. 
Field’s Extract of Ver- Rose Madder 
milion Scarlet 
Emerald Oxide of Scarlet Madder 
Chromium Ultramarine Grey 
Gallstone Violet Cobalt 
Intense Blue Yellow Madder, pale 
Indian Yellow ‘special’ Yellow Madder, deep 
Cadmium, pale Lemon Yellow 
Cadmium, deep Mars Orange _ 
2s Cadmium, Orange Orange Vermilion ta 
: Cobalt Blue Oxide of Chromium 
Cobalt Green, pale Violet Carmine 
Cobalt Green, deep = Strontian Yellow 
Cyanine Transparent Chrome 
French Blue Green 
Alizarin, Crimson Mars Brown 
Alizarin, Scarlet Mars Red 
Binfield’s Persian Mars Yellow 
Black Orange Lake 
1s. 6d. | Brown Madder Purple Lake 9d. 
Cerulean Blue Roman Sepia — 
Chinese Orange Scarlet Vermilion 
Chinese Vermilion Scarlet Lake 
Crimson Lake Sepia 
Indian Olive Turner Brown 
Indian Yellow Terra Rosa 
Induline Warm Sepia 
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EMPTY JAPANNED BOXES for MOIST COLOURS. 


Whole Pans. palo 
d. 


Whole Pans Half Pans, | 


s. d. 8. d. 8. 

To hold 4 xe Biol 295 te Lei hold 16...) 6 

eM Tr nos (ee cee ee Te sie 

ees i 54, Gti sates itl 4 ea 

lO 5 0 4 6 Bag Senna, 

ae ll 5 3 50 » 30 9 
14 5G 5.3 


” 


NEW PATENT MOIST COLOUR BOX, 


To hold either Pans or Half Pans. 


OHRORON 


OMIA AH Ne 


WOoOnrnonm 


The advantage of this Box is that the Colours are held securely in their 
places, while they can be taken out or their positions changed with the 


greatest facility. 
Sizes and Prices same as above. 


POLISHED ALBATA WATER COLOUR BOXES. 


14 Half-Pan Box with New Patent ... 


18 ,,  ,, with thumb hole and cover to ditto 
14 Whole Pan Box 4 a9 
20 ” ” » ” eee 


THE KEELEY HALSWELLE SKETCHING BOX. 


With space in lid for Block, and Divisions to hold moist colours 


pressed from tubes 
Block of Drawing Paper to fit into bie ano 
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CHARLES ROBERSON & CO.’s 
MOIST WATER COLOURS, 


In CoLLapsiBLe TUBES. 


The Colours and Prices are the same as those prepared in Pans. 
They may also be had in Half Tubes. 
See pages 2 and 3, 


EMPTY JAPANNED BOXES for MOIST COLOURS in Tubes. 


To contain 12 Tubes, with folding Palette, plain 5s. 6d. ; 14, 6s. 6d. ; 
16, 7s. ; 18, 7s.:6d. ; 20, 10s. ; 24, 11s. 6d. 

To contain 12 Tubes, with Divisions and Hollow Flap, 6s. 6d. ; 14, 7s. ; 
16, 7s. Gd, ; 18, 8s. 6d. ; 20, 11s. 6d. ; 24, 138.; 30, 16s. 

To contain 12 Tubes, the Palette divided into square Divisions for Colours, 
with Hollowed Flap and Hinged Cover to Thumb-hole, 9s. ; 
14, 10s. 316, 11s. ; 18, 12s, 6d.: 20, 15s.; 24. 16s.; 30, 20s. 
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JAPANNED BOTTLES AND CUPS FOR WATER. 


Plated Polished 
Copper. Albata. 


s. d. s. d. es fe 
Round Bottle with one Cup ... = acanee A) ne Be 
Small oval with two Cups 246 4°. 62) Gorn 
Middle do. do. er =< coe tatO 5 6 (or 
Large do. do. x a Ee se 6 6 8 6 
Extra large do. 46> 8 0 3070 
Flat oval do. a 4 0 6 6 8 6 
Bottle and Brush Case combined (Ome 


Macintosh Collapsible Cups with Wire support for attaching to 


Tin Water Colour Boxes oe oak “A 2/- each. 
Macintosh Water Bottles... oa --- 8/6, 3/9, 4/-, 4/3 each. 
Ditto Drinking Cups... ~ ae 1/8, 1/6, 2/—_ ,, 


JAPANNED TIN BRUSH CASES. 


18in. 1din. 15in. 13in. 14in. 15in. 
Round... . 1/9 Qe (2/8 Oval . 2/8 2/8. 8/- 
Oval ditto, with sliding division in centre ... .. 12in., 3/-, 14in. 3/6 
Oval ditto, enamelled white inside for Water Colour Brushes ... each 2/6 


Wallis’s Handy Sketching Box for Half Pans of Colours. 


Containing Japanned Water Bottle & Dipper, and Block 7 x 5 
of Extra Thick Whatman Paper eS x sem Los yOu: 
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CHARLES ROBERSON & CO.’s 
COMBINATION POCKET SKETCH BOOK AND PALETTE, 
Including Colours, Sable Brush, and Lead Pencil. 


The whole closing wp into the thickness of an ordinary Sketch Book. 


For its extreme convenience and portability it is particularly adapted to 

the use of Tourists and all persons desirous of having the materials at hand 

for a hasty Sketch, without being encumbered with the weight of an 
ordinary Box. 


C.ROBERSON & C2 
COMBINATION 


POCKET SKETCH BOOK. 


oY roa TTT 


This convenient little combination has become very popular since it was 
first introduced, nearly 20 years ago, and has since then been constantly 
supplied to 


H.M. THE QUEEN,  H.R.H. THE PRINCESS OF WALES, 
H.R.H. THE PRINCESS LOUISE, 
and other members of the Royal Family, 
and besides being very generally used by the principal Artists and Amateurs 


of the day, is found to be invaluable to Military Officers for 
Field Sketching, etc. 


Sh, elk 

Size 8 inches by 4 inches, including Water Cup 60 neg AO LONG 

a) OF OF 5 4, 10 Colours, large Sable Brush, &c. 016 6 
ane A as 7% ,, 10 Half Pans of Colour, Tube of Chinese 


White, 2 Sables, &c. = aac cA csc! ideas Shama 8) 
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CHARLES ROBERSON & CO,’s 


SUPERIOR OIL COLOURS IN PATENT COLLAPSIBLE 
TUBES. 


After more than eighty years’ experience in the preparation of Oil Colours, 
Messrs. Roperson & Co. consider that those which are ground by hand 
under the muller, give superior results over those ground by machinery ; 
they therefore continue to retain the (more costly) old system, and are 
thus able to give direct attention to the requirements of each colour. The 
colours so produced contain as small a quantity of oil as possible, every 
care being taken to give a solid colour, so that if Medium or other vehicle 
be added to them, there is still a good consistency with which to work. 
The utmost care is taken in using only the finest tested Pigments and the 
purest oil. 

All Artists will remember the Exhibition of the Works of Sir John E, 
Millais, Bt., P.R.A., at the Grosvenor Gallery in 1886. Pictures, some of 
which were painted more than forty years before, showed not the least sign 
of change, bad surface, or other decay. We have Sir John’s authority for 
saying that his materials and colours came directly from us, and that they 
have always given him satisfaction. 


Single Tubes 4d. each. Double Tubes 8d. each, 
These Colours may also be had in larger Tubes. 


Antwerp Blue Deep Chrome Olive Green 
Asphaltum Emerald Green Orange Chrome 
Bitumen Flake White Patent Yellow 
Black Lead Gamboge Permanent Blue 
Blue Black Golden Ochre Prussian Blue 
Bone Brown Indigo Purple Lake 
Brown Pink Indian Red Raw Siena 

Brown Red Indian Lake Raw Umber 
Brown Ochre Italian Pink Roman Ochre 
Burnt Siena Ivory Black Scarlet Lake 
Burnt Umber Lamp Black Sugar of Lead 
Caledonian Brown Lemon Chrome Terre Verte 
Cappah Brown Light Red Vandyke Brown 
Chrome Green, pale Mineral Grey Verdigris 

Chrome Green, med. Mummy (genuine) Venetian Red 
Chrome Green, deep Naples Yellow, pale Verona Brown,1,2,3 
Chrome Yellow Naples Yellow, middle Yellow Ochre’ ” 
Cologne Earth Naples Yellow, deep Yellow Lake 
Crimson Lake New Blue Zine White 


Foundation White : : ' Is., 3/6. Tubes; 28., 1lb. Tubes, 
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OIL COLOURS IN COLLAPSIBLE TUBES—continued. 


£ 3. d. £ 8. da. 
Genuine Ultramarine each 1 1 0 | Cyanine... eamcacieOn tO 
Do., medium erst » 010 6 | Binfield’s Persian Black, 0 1 O 
Ditto, Pale.. » © 8 O | Mars Orange on Oe L2G 
Ditsamarine Ce eed 35 Oy) Mars’ Red adines; Semel, 40 
Ultramarine Grey... ,, 0 .2--0°]| Mars Violet... roel igo WO) Lame 
Purple Madder ... , 0 3 O | Mars Yellow CoM 0. al 0 
Madder Carmine ... ,, 0 2 6 | Mars Brown pitas 0st 30 
Mutrie Yellow nO 2G ietrontian ne ellowin.c. 5 n0uel 0 
Aureolin ... ss 5, O 2 O | French Ultramarine (ea) 
Burnt Carmine... ,, 0 2 0 | Cobalt Blue an ch Oa 
Madder Red .» 5, O 2 6 | Madder Lake neo 10 
Carmine ... .» 9 O 2 6 | Indian Yellow ee. ae Oc ee O 
Carmine No. 2 eo ee Ole a6 indian. Olive noes, age MU Bk Aw 
Crimson-—Madder ... ,, -0 2 0 | Brown Maddér... ,, 0-1. 0 
Roberson’s PaleCadmium 0 2 6 | Pink Madder etsy Ome 
Ditto deep ditto each 0 2 6 | Rose Madder Sey tae On eK) 
Ditto Orange ditto ,, 0 2 6 | Rose Dorée... pcm lide ea) 
Cadmium Yellow ... ,, 0 1 6 | Rubens’ Madder ... ,, 0 1 O 
Ditto, Mecp amen els 9-65) Olive: lake. oe 1 30 
Ditto, Orange ... ,, 0 1 6 | Orange Lake Blau al UJ ada t 
Ditto, Red pen On Ly Ge ldcarlet Vermilion? 095,00: ol 0 
Cobalt Green, pale... ,, 0 1 6 | Zinc Yellow Are RO) ae BO) 
Cobalt Green, deep ,, 0 1 6 | Chinese Orange ... , O 1 O 
Scarlet Madder ... ,, 0 1 6 | Alizarin,Crimson... ,, 0 O 6 
Malachite Green ... ,, 0 1 6 | Alizarin,Scarlet ... , 0 0 6 
Oxide of Chromium ,, 0 1 0 | Arrabida Red nba wits: a hak Meas 
Transparent ditto... ,, 0 1 0 | Burnt Lake FT ectallss tee CL. 6 
Emerald CitsOsssue,) Oslo On | Cerulium.... a a OL EG 
Yellow Madder, pale ,, 0 1 6 | Chinese Vermilion.. ,, 0 0 6 
Yellow: Madder,deep ,, 0 1 6 | Geranium Lake... , O 0 6 
Extract of Vermilion ,, 0 1 6 | Italian Naples Yellow , 0 0 6 
Orange Vermilion... ,, © 1 6 | Jaune Brilliant .. , 0 0 6 
Deep Rose Madder... ,, 0 1 6 | Terra Rosa. ene ee One Os a6 
Violet Carmine ... ,, 0 1 6 | Vermilion 5 O60.) 6 
Violet Cobalt 1 >, 0 2 6 | Roberson’s Crimson také OF 20) 16 
Lemon Yellow, pale ,, 0 1 0 | (warranted to heep good) 
Lemon Yellow, deep ,, 0 1 O 


Roserson & Co.’s Permanent Flake White, 6d. 
Is the purest and best ground white obtainable. 
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ROBERSON’S MEDIUM FOR OIL PAINTING. 


N’S MEDIUM 
PAINTING 


This Medium has now been in universal use by Artists for more 
than fifty years, and is confidently recommended for its quality of 
imparting permanency and richness to Colours. 

In Tuses—(Size of Engraving) ‘ - each 1s. 
Larger Dirro. ls. 6d. 


: : 5 : = 
Please observe that the neck of the Tube is stamped *‘ ROBERSON’s MEDIUM.” 


W. P, FRITH, Esa@., R.A., informs us as follows :— 

GENTLEMEN,—After careful examination of my picture, ‘‘The Derby Day,” at 
the National Gallery, I have come to the conclusion that it is in as perfect a state of 
preservation as possible—in fact, I consider that there is not the slightest change in 
colour since it was painted, more than forty years ago, and I think it is only right to 


apprise you of this fact, the picture being painted entirely with your Colours and 
your (Roberson’s) Medium, 


(Signed) W. P. FRITH, 
January, 1897. 114, CuirTon Hint, N.W. 


ROBERSON’S SPIRIT FRESCO COLOURS, 
As used by the late Lorp Lercuron, P.R.A., for his decorative paintings 
at the Royal Exchange and at South Kensington. 

These Colours may be used either directly on the wall surface, or on a 
specially prepared canvas made by us for this purpose. 

With the assistance of Professor Church, M.A., F.R.S., Professor of 
Chemistry to the Royal Academy, we have now so perfected the preparation 
of the materials for this process of painting, that they undoubtedly far 
surpass any other means that can be used to obtain a thoroughly satisfactory 


and permanent decoration, capable of resisting the effects of atmosphere 
and climate, 


Supplied in special large tubes to order, 
OIL COLOURS PREPARED WITH MARBLE MEDIUM. 


The Colours so prepared give a flat surface suitable for Wall Decoration 
and have been used with much success for the interior of Churches, several 
examples of which may be seen. The prices of these Colours are the same 


as the Amber Colours on page 11, but supplied in tubes the size of 
usual oil colours, 


99, LONG ACRE, AND 154, PICCADILLY. 


11 


THE NEW AMBER COLOURS FOR OIL PAINTING. 


These Colours being ground with a special preparation of Amber, the 
particles of Colour are locked up in the vehicle, with the result of greatly 
Increasing the permanency of the pigments. 

They dry more thoroughly, and from below, instead of forming skin on 


the surface first. 
The Colours are muc 


h more brilliant than when ground with oil alone. 


They are of a very pleasant Consistency to work with, being stiff and 
solid on the palette, but working very freely under the brush or knife, 


Supplied in special wide-mouth Tubes the size of Illustration. 


“tohietae ab SERIES II. SERIES III. 
6d. each. 9d. each. 1/- each. 
Blue Black iEwaro Bl : 
i BAS B Pink 

Pin Oehre Bone Brown Gas Te 
a pee ation, Hed Gamboge 

Ch Yell ] 1 z 
Caledonian Brown Sat Ce eee oe aaa 


Cappah Brown 
Flake White 
Indigo 
Ivory Black 
Lamp Black 
Light Red 
Prussian Blue 
Raw Siena 
Raw Umber 
Roman Ochre 
Terre Verte 
Vandyke Brown 
Venetian Red 
Yellow Ochre 
Zine White 
SERIES V. 
2/6 each. 
Binfield’s Persian Black 
Brown Madder 
Cyanine 
Cobalt Blue 
French Ultramarine 
Indian Yellow | 
Lemon Yellow, pale 
Lemon Yellow, deep 
Mars Red 
Mars Yellow 
Oxide of Chrofnium 
Rose Madder 
Rose Dorée 
Rubens Madder 
Scarlet Madder 
Scarlet Vermilion 


Emerald Green 
Naples Yellow, pale, 
middle and deep 

Orange Chrome 


Purple Lake 


SERIES Iv. 
1/6 cach. 


Cerulium 
Indian Olive 
Terra Rosa 
Vermilion 


SERIES VI. 
3/6 each, 


Cadmium, pale 
Cadmium, deep 
Cadmium, orange 
Cobalt Green, Nos.1,2&3 
Emld.Oxide of Chromium 
Extract of Vermilion 
Mars Orange 
Orange Vermilion 
Rose Madder, deep 
Yellow Madder, 

pale and deep 


SERIES VII. 
5/- each, 


Aureolin 

Crimson Madder 
Ultramarine Grey 
Madder Red 
Violet Cobalt 
Mutrie Yellow 


SERIES VIII. 
7/- each. 
Madder Carmine 
Purple Madder 
Ultramarine Ashes 


' 
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EXTRA FINE FLAT HOG HAIR BRUSHES. 
OF SPECIAL SHAPES. 


Short Thin Flat (Bright’s Pattern) and Short Full Brushes. 


Long Thin Flat (Landseer Pattern) and Long Round Brushes, 


THE “LEIGHTON” BRUSH. 


Dome Pointed, as made for the late Lord Leighton, P.R.A,, 
prices as Water Colour Pattern (see below). 


Round String-bound Hog Tools, as made for the late 
Sir J. &. Millais, Bart., P.R.A. 


WATER COLOUR PATTERN BRUSHES. 
For Oil Painting. 
These Brushes are built to a point in the same manner as.a Water Colowr 


Brush. 

s. d. 3. a. 
No. 1 each 0 9 | No.7 sve oe ©9€aCh. 1 6 
ne: 09 Tae) f, An es li '9 
i EO ee) ans ae ee ey: AW) 
es Seer T a sO) ee Ct 
ed fig DAD) Sul Sct eo 
eon ee 3) 1 Qa so Wane ee 


Fan-shaped Brushes are the same price as the above. 
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FINEST SABLE HAIR PENCILS. 


8. d, 
Best Brown Sables in Goose Quill nes a aos each 10 
Ditto ditto Ducky 5 32 oes a is 0 8 
Ditto ditto Crow 42 ems ws as 34 O) 
Best Red Sables, in Goose ,, soc 550 OE 33 13 
Ditto ditto Ducky 5; eee wae ‘ee - 0 9 
Ditto ditto Crow 55 << eee ae are Fe 0 6G 
Miniature Sable Pencils... ie 00 a 3 0 6 
Extra small Swan Quill, Red Sables x oe *. A 3 0 
Small ditto ditto en abe me re th 
Middle Swan Quill... ae te ia o38 ae 8 6 0 
Large ditto Hs ese Zale rh a ae ao 8 0 
Extra Large ditto ... SCG car ea sas = 55 10 0 
Small Eagle ditto ... <5 eee ae aes mee AP 15 0 
Eagle Quill ... Abs are ahs ee Ses ee from 18 0 

DESIGNERS’ RED SABLE PENCILS. 
Tied with Gold Wire. 

Crow tee ae a Ser ane ae ues each (OY 
Duck Bae ie cio ve nse Aer a 5 0 10 
Goose aaa nee ae one aie “on ae a iy 


FLAT CAMEL HAIR BRUSHES. 
For Skies, Washes, &c. 


1s. 6d. each. 


Double ditto an a os v's oAg vas each on 0) 
Round Sky Brushes in Tin ss sa a ahs rr ; ; 


Ditto ditto Wire Bound in Quill... Ace we: c 
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WATER COLOUR BROWN SABLE HAIR BRUSHES. 
Of Finest Quality, Tied with Gold Wire. 


“MIDDLE SWAN QU/LL = 
——— SSS 


4s, each. 


—__ C00SE_-QULLL = 


— 


6d. each. 
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ROUND AND FLAT SABLES FOR WATER COLOUR. 

FLAT. ROUND. 
FINEST RED SABLES IN ALBATA FERRULES. 
ROUND OR FLAT. 

Sa Ge Dh GE 
No. 1 3 Fo OoaeNO,, a Bi) 
” 2 * e 1 0 ” 8 ” 39 
ni 3 Tele» 2 4 6 
A 1 eve 10s 6 0 
es {Wee We. eS 7 6 
i. I | ie Ye © 

FINEST BROWN SABLES IN ALBATA FERRULES. 

ROUND. 

8s. d $. d. 
No. 1 we ws «| Nag 50 
bao”, ‘ (ae emprat ti 4 0 
» 3 ied » 9 5 0 
ovee Iyeid) 1.4.10 6 0 
ie, Teepe, 1! 8 0 
6, 2 3 pile es 10 O 


16 
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8 > ” ” 10 ° ” 6 0 


FINEST BROWN SABLES IN ALBATA FERRULES. 


FLAT. 
sO & 
aL each§0 8&8 | No7 . . & eachag 
2 ” 0 9 ” 8 ” 3 
ee. ” 1X0 ” 9 ” 4 
4 eek Sh ett i 
Las ” 1 6 ” ll . ” 6 
6 ” 2 0 ” 12 ” 7 
FLAT BROWN SABLE WASH BRUSHES. 
EXTRA LARGE SERIES. 
Sumas Sa. 8. 
i Reach: ; 2 No.9 . each 5 O}]No.11 . each 7 


» 12 9 


” 


coocoo® 


d. 
6 
Q 
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WHATMAN’S DRAWING PAPERS, 
Of the best Quality, 


mah 7 oho yes 
Demy ... a ze = 36 Sin 20 by 15 per Sheet 0 2 
Medium ane 505 5 rp Ary 2m, oF (8 
Royal, Hot pressed, Not, or Rough is 24 ,, 19 6 0 4 
>», Extra Thick ,, a dee 24 ,, 19 % 0 8 
Imperial, an AP ae 3075, 7°22 An 0 5 
5» Thick * s Sa S805 728s 4) 0 8 
30) extra; Thick |,, AS 3a2 30/5722 x Jetcd 
Double Elephant nA ae AOE 2h re 0 10 
Ditto, Extra Thick ,, a5 ts 40) aoe a 2 0 
Antiquarian... i “ abs 53 5, 31 3 4 0 
WHATMAN’S SEAMLESS DRAWING PAPERS. 
Thick Imperial... oo Ao aos «. per Sheet 0 9 
Extra Thick Imperial ... 4 non 5a8 rs LFS 
Double Extra Thick Imperial %, ae take 2, 6 
Extra Thick Double Elephant it ome 53 2 6 
ImrraTION CRESWICK PaPER. 
Imperial, Thick res ee 30 by 22 per Sheet 1 0 
Ditto, Extra Thick . ... a0 30 ,, 22 ) 83 
Double Elepkant, Ditto 58 £0 oC. Dy af} 
J. D. Harprne’s Pure Drawina PAPER. 
Imperial Fe SAL ae 30 by 22 per Sheet 0 4 
Ditto, Extra Thick ... 5c 30) ,,022 ne 0 8 
DRAWING CARTRIDGE. 
Royal... ove es ioe 24 by 19 per Sheet 0 2 
Imperial... a es oma 30 ,, 22 a 0 3 
eg tMOWb cis tuviacash) wiser it BO 1, BO 1. 0 4 
Double Elephant Ae te AO) Ree 20 43 0 6 
TINTED Crayon DRAWING. 
Imperial Machine-made se 30 by 22 per Sheet 0 4 
Ditto, Hand-made ... A S07 422 Ay 0 6 
VELLUM Parer FOR ILLUMINATING, &c. 
Imperial, extra thick ... ie wh ae eA 7AM) 


A Selection of FINE OLD WHATMAN’S PAPERS kept 
in Stock. 
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BINFIELD DRAWING PAPER. 


Messrs. CHARLES ROBERSON & Co. beg to announce that they 
have now secured the remaining Stock of Choice Drawing Paper 
which was 'made by Messrs. WHATMAN at the suggestion of the late 


Mr. BinFiecD in 1875 from carefully selected Pure White Linen Rags, the 
usual process of Chemical Bleaching being avoided. 


This Paper is in perfect condition, being matured by age, and having 
been carefully preserved, it can be confidently recommended to Water 
Colour Painters in search of a superior quality to the ordinary make in 
general use. 


Imperial Size—Thin 2/- per sheet; Extra Thick, 3/- 


ARNOLD’S UNBLEACHED DRAWING PAPERS. 


Specially selected for Messrs. Roberson & Co. and twice sized. 


In making the ‘‘ Unbleached Arnold” Paper, for which only the finest 
and whitest rags are employed, mainly of linen, no bleach or chemical of any 
kind is suffered to enter into the manufacture; but the Artesian Well 
water of matchless purity, of which the Eynsford Mills possess a boundless 


supply, is alone trusted to give the beautiful, soft, white colour by which 
the paper is distinguished. 


The paper is all made ‘‘ Seamless "—i.e., is never hung, but is dried flat, 
both in water leaf and in size. 


The Registered Watermark appears on each sheet-—‘‘ Unbleached Arnold, 
Linen Fibre.” and also a Y, denoting the paper is prepared with a special - 
size, enabling it to resist the heat and damp of a moist or tropical climate. 


This paper can be had of the following sizes :—Royal, Imperial, and 
Double Elephant, and the prices are the same as Whatman Papers, page 17. 


0. W. DRAWING PAPER. 


This paper has been especially made for the O.W. Paper & Arts Company, 
Limited, every sheet, in addition to the Watermark of the Company, bears 


the stamp of the Royal Society of Painters in Water Colour 


» as a guarantee 
of quality and purity. 


The sizes and prices are similar to Whatman Paper. Samples sent on 
application, 
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DRAWING AND SKETCH BOOKS. 


With Brown Holland Covers and 40 leaves. 
Whatman | Cartridge 


: : Paper. | Paper. 
in. in. 8 ieee a. 
Imperial 32mo. » smize_6 by 33. ail lly as, Oh te} 
—2imo. er ee mn eS 
“f 16mo. eels ee iP ue i) 
Royal 8vo. 3 ee Caley, wos he aR) il. i 
Imperial 8vo. ie LO een ale “ae Hates 4) 
HALF-BOUND SKETCH BOOKS. 
With Cloth Sides and Leather Backs. 
Thin | Thick Tinted 
: 3 Whatman | Whatman| Paper 
in. im Pe ih |e CLES Cr 
Imperial 32mo. . Size 5 by 33 . each1 6) 2 0) 1 8 
J 20mo. . i Wits ee OMe) lake 
3 16mo. Sy ley DS pe ON a rw) 
fe 12mo... » 82, 5z a ae Te ee 
. 10mo. Sepes sole Oa ia3, 40 OM Sales. a eae a LO 
> Svo. 7. PalO? pit, aa AR SH Woy aya ics eee 
i Ato. ey Aa LO PO OMmOne OO. ac 


SOLID HALF-BOUND SKETCH BOOKS. 
These Books are bound round the edges similar to the blocks, 
but only on three sides, the fourth being sewn, so that when cut 
round the edges, they form a half-bound book. 


Thin | Thick 

Whatman) Whatman 

in. in. ad.) 8 a. 

Imperial 32mo. . . Size 56 by 35. each 2 0 2 G 
3) *20mo. ; de a : a a a 
16mo. . ae rim 0 mo 2-2) 1 3. 6 

5 12mo. é : / oe oOo! 4a 
10mo. . see ey ere ee avi eee O | 5 0 

3 8vo. b ae LOM fst 4 ey Ne) | GamG 

fs 4to..  - eee en oe sO ee OMBLO iG 


THE “NAFTEL” SKETCH BOOK. 


These Sketch Books are made of selected Extra Thick What- 
man Paper, the leaves being bound in such a manner that the 
books may be opened perfectly flat and the sketch carried across 
the two pages; the leaves are easily detachable from the book, 


In two sizes—7 in. by 4 in., 3s. 6d.; 9 in. by 6in., 5s. 
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SKETCHING EASELS, &c. 


Light Sketching Easel, folding in half. : : : 
Beech ditto ditto . : 3s. 6d. and 
d5ft. ditto, with sliding support : : : ? 
Ditto, with sliding legs, brass fittings 

4ft. very light Bamboo Sketching Easel 

Ditto ditto, folding in half . 

6ft. ditto ditto, with arm to hold Sketch at an n angle 

Improved Walnut ditto, with eee legs, sel to 
uneven ground . 

Ditto ditto large size. 

Improved Polished Pine Sketching Easel, Sft. and 6ft. 
high, with sliding legs, and are to hold sketch wee 
forward, when required 

Ditto ditto, without clamp . : 

Walnut Ball-and-socket Easel to hold a Drawing Board 
in a Horizontal Position, useful for flat washes, &c. 
Pocket Easel, consisting of a spiked Stick 4ft. long and 
a brass clamp which will hold canvas or board in any 
position ; it can be detached and carried in the pocket 

Ditto ditto, with jointed Stick 5ft. long ; 

The above clamps also made in Aluminium, very light, 

extra 

Sketching Seat and Easel, combined : : 


Improved Sketching Seat and Easel combined, in walnut- 
wood, lengthening bars to hold canvas or board 
securely, and space for Colour Box : 5 


£3 
O*“L.toe © 
0 “670 
08 0 
OLE SO 
0 “S10 
0. 10656 
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015 O 
018 0 
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Li1020 
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THE PROJECTORAMA, 
For Drawing and Painting from Nature. 
This apparatus serves 


to project on the 
Drawing Paper or 
Water Colour Block 
the image of what 
one wishes to draw 
or paintfrom Nature, 
so that one has only 
to follow with the 
pencil the outline of 
the image which is 
reproduced by the 
projection with per- 
fect purity and with 
exact colour; dimen- 
sions of Drawing 
13 in. by 13 in. 


In- 


Fig, 2. Fig. 1. dispensable to per- 
sons unaccustomed to drawing, it 1s still a great help to painters 
in enabling them to shorten the time usually spent in arranging 
the perspective of a Drawing from Nature. The above two figures 


show the Apparatus fitted up for work (fig. 1) and packed (fig. 


for travelling. 
Complete with Box ... co 10 (0 


SKETCHING BAGS AND KNAPSACKS. 


ay 8.) hs 

8vo. Imp. Sketching Bag, Strap, &e. : > OP 0) 

Ditto ditto, with divisions, best make OW15ex0 
4to. Imp. ditto, unlined é ; ; 

- Ditto ditto, lined ; ‘ 0 10'.6 

Ditto ditto, with divisions, best make . Se OI 


Half Imp. ditto ditto’ . , 
Waterproof Knapsack, with divisions and 
’ straps complete “ ; P ; 
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CHARLES ROBERSON & CO., 


SKETCHING UMBRELLAS. 


iY 


i 
I] 
Open, i Closed. ¥* 


Bamboo stick with spike, fitted with Bronze clasp, stronger make 
with patent polished brass clasp, superior quality 
with aluminium clasp, weighing only 34 oz. 


Ditto 


Ditto ditto 


28 inch with screw joint . 

30 inch ditto : é : 

28 inch ditto and jointed stick 

30 inch ditto . : 

26 inch Brass sliding joint 

28 inch with Nickel sliding 
joint and wind valve 

30 inch ditto. : : 

28 inch ditto and jointed stick 

30 inch ditto : 

With Screw Spikes extra 

Extra large size, with wind 
valve and movable joint 
to suit direction of sun or 
wind, cane ribs, screw 
spike to fasten in ground. 
and sliding joint to fix it 
at any required height . 

Ditto with jointed stick 

30 inch Umbrella, made extra 
strong, and fitted with 
Curtains to forma Tent, 
including Cords, Pegs,&c. 
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UMBRELLA SUPPORTS. 


Light Bamboo Stick with 
screw spike, fitted with 
brass joint to hold 
securely an ordinary 
umbrella in any position 


TENTS of various patterns, £2 10s. to £6. 
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MODELLING STANDS. 


se th te 

Modelling Stand with revolving circular top . © . esa () 
Ditto op ditto, with four legs : Ik kay 0) 
Ditto op with three legs and elevating Screw 2 0 0 
Ditto * with 17 inch square top, extra strong 2 5 O 


MODELLING TOOLS, WAX, CLAY, &c. 


8. d. 

Boxwood Tools, Ginch . ; ‘ . each 0 4 
Ditto ie rela ay : : ; 0 6 
Ditto LO) : : : Sal 4 i @ 
Bone or Steel Tools” . : ; : » from 6d.tol 6 
Brass Wire ditto. é : ; ey esa, to.2 e0 
Box-wood Callipers : ‘ els. Od. to SO 
Modelling Wax, various colours. per stick ,, 4d.to0 6 
Modelling Clay . f ; : : : : per lb.0 38 
Terra Cotta Clay . F - : A , ; ee OY 


Modelling Paste, Rose or Grey; a new preparation as agreeable to 
work with as clay, and having the advantage of remaining soft 
for use : . : ; . | 6d. per stick, 2s. per 1b. 
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CHARLES ROBERSON & CO.’S ART PUBLICATIONS. 


Third Edition. Revised and Augmented. Price 5s. 
THE 


ETCHER’S HANDBOOK, 


By PHILLIP GILBERT HAMERTON, 
Author of ‘‘ErcHinG and ETcHERs,” 
Giving an Account of the Old Processes and of Processes recently discovered. 
ILLUSTRATED BY THE AUTHOR, 


Fifth Edition. Price 5s. 
WITH MEMOIR AND PORTRAIT OF AUTHOR. 

THE PROPORTIONS OF THE HUMAN FIGURE, 
AS HANDED DOWN TO US BY 
VItTRUVLUS, 

"0 WHICH IS ADDED 


THE METHOD OF MEASURING THE FIGURE, 


INVENTED BY 
JOHN GIBSON, Sculptor, 
WITH DESCRIPTION AND ILLUSTRATIVE OUTLINES, 
Also with a Project for an Instrument for the Identification of Persons for 
Artistic or Legal Purposes, by the late 
JOSEPH BONOMI, F.R.A.S., M.S.B.A,, 


Curator Sir John Soane’s Museum. 


A New Edition. Frice 2s. 


HANDBOOK OF ANATOMY FOR ARTISTS, 
By J. A. WHEELER. | Wits Itrusrrarions. 


Price 9d, 


MANUAL OF PERSPECTIVE FOR ARTISTS. 
By EDWARD F. C, CLARKH, Architect. 
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Hamerton, Philip G. 
The etcher's handbook 


ilip G. 
Hamerton, Phi 
The etcher's handbook 
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NEW YORK SOCIETY LIBRARY 
53 EAST 79 STREET 
NEW YORK CITY, NY 10021 
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